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Programme of the Joint Symposium

Eachsessiornn theprogrammas assignecuniqueidentifier consistingof threecomponents:
1. RomanNumeral: Indicategheday of theconferencgl-V).
2. Capital Letter: Denoteghesessioror event.
3. Arabic Numeral: Identifiesparallelsessions.

Forexamplethei dent i f i e r tothdthirdparalésessierdnthesscondlayof the
conference, within session C.

TheJointSymposiunfeaturedour mainthematicdirections:
Prominent Personalitiesin the History of Music and DanceHeritage
ShushaMusical Heritage in the Context of the Dialogueof Cultures
Legacy,Preservation,and Changeof Music and DanceTraditions
Music Therapy: Problemsand Perspectivesn the 21stCentury

E NN

Thesethemesarefurtherdividedinto subsectionsdistinguishedy lowercased_ atin letters(a,
b, ¢, d) and followed by Arabic numeralsif a subsectionis divided into smallergroupsof 3-4
presenters (e.g., a01, b03, c03).

Sessiowvenudsindicatedn squardracketgollowing thesessiotitle. Thenameof thesession
Chair is listed after the sedection title.

EXPLANATION OF THE TOPICS
Prominent Individuals in the History of Music and DanceHeritage

Studying the history of music and dance heritage through the prism of outstanding
individuals reveals the special role of subjectivity in the study of culture. Researchers form
systemgo selectandevaluatémportantindividualsin everchangingsocietiesForgottemames
aswell asfamousindividualshavebecome factsf history, signalingiot onlyscholardutalso
the values of the societies in which they are located. Studies of the lives and creativity of both
well-known and littleknown names in the context of contemporary scholarly paradigms can
expand our understanding of deep patterns in the functionimgusfc and dance from a
historical perspective.

One of the most striking figures in the history of music heritage is Uzeyir Hajibeyli
(Hajibeyov,18851 1948),whocreatedanentirelynewculturalparadignfor Azerbaijanimusic.
Haj i beyli és | ife and wor k, whi ch tpoltidal, pl ac
ideological, and cultural structure of society, still need to be studied in depth, especially
considering material and archival documents in the contextwfapproaches to historical
musicology.

While considering outstanding individuals, questions of subjectivity become important:
Whatarethemechanismor selectingandevaluatindhistoricalfi f a in thecantextof cultural,
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social,andpolitical preferencethatinfluencetheglobalhistoryof music’AWhatcriteriaareused
by researchers in the system of assessment

Themaindirectionsproposedor discussiorare:

Thefigure of Uzeyir Hajibeyli (Hajibeyov)in the systemof traditionalculture
Historicaldiscourse®f EastandWestin a globalizingworld

The history of musicalartsin the contextof changingscholarlyparadigms

Unknown names and prominent individuals in the history of traditional music and
dance

The Musical Heritage of Shusha in Context of the Dialogue of Cultures

o T o I

Shusha (formerly Panahabad, 1752), an epicenter of the musical life of the South
Caucasudjasplayedasignificantrolein theformationof regionalculturalheritage Thecreative
resources of the capital of the Karabakh Khanate have been a source from which musicians of
theCaucasubkavebeendrawinginspirationfor centuriesTheseaesourcemcludedahugepool
of highly professional musiciangersatile musicainowledge, newnusical stageandconcert
formsthat debuted in Shusha and spread throughout the Cauaadtis tar playing of Mirza
SadigAsad oglu § a d & g c),avhichtbecam® important to the performance practices of the
entire region. Many melodies composed by Shusha musicians have entered the repertoire of
Caucasiaperformersf traditionalmusic:thesancludepopularurbansongsmughamgesnifs
Ashigsongs, and dance melodies performed on instruments stanh) kesmanchagaval saz
balaban goshanagara which constituted traditional musical ensembles and, at the beginning
of the twentieth century, were integrated into operas and operettas by Uzeyir Hajibeyli
(Hajibeyov). Today, diverse ethnic and national groups of the South Caucasus perceive this
heritage as their own, local cultural traditions. Over the past century, the musical dynasties of
Shushaaveconsistentlyncorporatedheconvergencef theEastandWestinto various forms
of musical creativity.

All such topics above, as well as new or lHtigown sources about the activities of
Shusha musicians or their creative collaborations with Caucasian, Iranian, and Turkish
musicians, are of interest both in the context of dialogues betiweenltures of the Caucasus
and the cultures of East and West.

Themaindirectionsproposedor discussiorare:
A Musicaldynastieof Shushan Azerbaijaniculture

A Thecontributionof Shushanusiciango thelegacyof Caucasiamusic
A Shushan the contextof dialoguesetweerthe culturesof EastandWest
A New or little-known sourcesaboutShushamusiciansandmusicalactivities

Legacy, Preservation, and Change of Music and Dance Traditions

Studying music and dancearglobalizingworld, we discovethe uniqueness of diverse
cultural phenomena. The challenges of studying the mechanisms of transmission and
preservatiorof artistic experiencen systemsof traditionaland academiceducationactualize
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issues of loss, assimilation, and transformation of traditional heritage. The phenomenon of the
singingvoicehasparticulanmportancebecausé carriesspecificphysiologicafeaturestimbre,
and techniques of sound production, polished for centuries in traditional musical education.
Modernartisticrealitiesdemonstrataumerougxample®f therecontextualizationf musicand
dance samples as a process of extracting texts from original contexts, followed by their
interpretation in various musical discourses.

Themaindirectionsproposedor discussiorare:

A Loss,assimilationandtransformatiorof traditionalheritage

A Mechanismsfor the transfer and preservationof experiencein traditional and
academic education

A Thephenomenomwf the singingvoicein musicaltraditions

A Recontextualizatioof traditionalartisticexperiences

Music Therapy: Problems and Prospects in the 21st Century

The humanities of East and West have been studying the therapeutic effect of music on
thehumarbodysinceancientimes.However despiteéhefactthatmusictherapyhasacenturies
old history, its scientific understanding and practical application have never been linear, rather
sporadicCloserattentiorto thisfield of knowledgesincethemiddle of the XIX centuryhasnot
resulted in the systematic and widespread introduction of the discipline into the education and
practice of medicine. Meanwhile, music therapy has proven results in treatintyaomsatic
disordersausedy naturalandmilitary disastersaswell aspositiveimpactsonani ndi vi du al
socioepsychological adaptation.

Despite the inclusion of Music Therapy in fields such as psychology, philosophy of
consciousnesgnd the science tiie human brain, netechnologiesuchas positroremission
tomography(PET) andfunctionalmagneticresonancémaging (fMRI) havenot beenapplied
to thetherapeuticeffectsof ethnicallyorientedtraditionalmusic. Doesthe aesthetipleasure
and, consequently, the therapeutic effect of music have a culturally conditioned character?
Positive effects of music on various body functions, including the "Mozart effect", do not have
the presumption of universalityQuestions of Music Therapy in traditional music require the
development of ethnic cognitivism (or cognitive science), involving the study of language and
music on the material of ethnic cultures.

Themaindirectionsproposedor discussiorare:

Musictherapyasa subjectof ethnomusicologyesearch

Musictherapyin themoderneducationaprocess
Musictherapyin clinical practice
Musicalimprovisationasa methodof musictherapy

o I o Do
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B PLENARY SESSION1
C HA KJAHANGIR SALIMKHANOV

Prof. Dr. SALWA EL -SHAWAN CASTELO -BRANCO
Ethnomusicologynstitutei Centerfor Studiesn
MusicandDance NewJniversityof Lisbon Faculty
of SocialSciencesindHumanities
Ex-Presidentf theICTMD
E-mail: secb@fcsh.unl.pt

THE POLITICS AND AESTHETICS OF A POST -COLONIAL WORLD:
ARAB MUSIC HERITAGE IN CAIRO

In this presentation, | examine the model for the heritagization of the practice and repertoire
associateavith tarab thatwaslaunchedoy the EgyptianMinistry of Culturein the late 1960sand
its transformation in subsequent decades. | discuss the ideologies, policies and authorized heritage
discourseepitomizedoy thenotionsof Arabmusic(al-musiqaal-0 a r a b anghgridgaggal-turath),
that grounded the heritagization tafab. | characterize the practice t#rab, the modernizing
performancenodelthatreplacedt, itsinstitutionalizatiorby governmensponsoregénsemblegheir
makeup andrepertoire.l highlight the agencyof key musiciansin curating a heritagemodel
for tarabin thelate 1960sandin replacingit two decadesaterwith a moreflexible approactthat,
to someextentenabledsomeof themusicalandperformativangredientofl a rthatitverecensored
by the heritagization model launched in the late 1960s.
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AZERBAI JAN I N THE MAP OF AGLOBALO HI STORY C(
THROUGH MUSIC AND DANCE

The question of Azerbaijan's place in the global history of art was publicly raised in 1919,
when Uzeyir Hajibeyli (1885 1948) published a conceptual article on musiézdrbaijani Turks
(Azpr bayc aas atmgliethrlichation hi 1) united by the Turkic language ¢ r K. di | |
Hajibeyli pointedout the lack of directconnectiorbetweermmusicandlanguage andighlightedthe
contrasting musical traditions of the southern (Azerbaijanis, Ottomans) and northern (Volga region
and Siberia)lurkic regions.Through the prism of perception of European civilization, he presented
Al ament 0 as a fundament al ¢ hAwerkmigani musicasttadition. o f u

Developing the concept of Hajibeyli, the author reveals in the main part of the report the
advantagesf recontextualizatiomsa methodby which thetraditionalheritageof Azerbaijancanbe
presentegimultaneously in several optiongsuperethnicaglregionalandnational Thefocusis on
the phenomenon of responsive singing of unmetric melodies that permeate all layers of traditional
Azerbaijani music from the funeral rite to mugham This tradition crystallized togetherwith a
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complex of expressiveneans not in th&oroastrian templdyut from 3000 BC in thenainstream of
musicpoetic genres of polyethnic Mesopotamian lamentations.
In thefinal partof thereport,attentionis paidto theproblemof conceptualizinghetraditional

heritageof Azerbaijanontheexampleof thefi | | | uKistoryafMe d ibycAgalarAliverdibekov
(188® 1953). Heexpanded the German historicismtloé sampleoft he A Wor bfMuBli sbor
by Emil Nauman with the chapter of HAAzerbaija

Shusha with dozens of names and biographies.
Keywords: Azerbaijanimusic,ii G| o Histdryof Art, recontextualization

Introduction
The question of Azerbaijands place in the

after Uzeyir Hajibeyli (18861948) published his research on the music of Azerbaijani Turks
(Az pr bay c ainthet Azarbrijarf-nreedomnewspaper (Hajibeyli, 1919). In 2005, Professor
Farah Aliyeva republished it in Arabic script with the Latin transcription and her detailed preface

Hajibeyli dedicated this writing to the
@ anniversary of the Azerbaijan Democratic Republic
.' | that was proclaimed on May 1918 after Turkish,
W Azerbaijani, and LithanianTatar generals sacrificed
their lives for the freedom of Azerbaijan (Fig. 2). The
main questioh wh a t i's Azerbaijanods
history i was discussed through the music of
Azerbaijani Turks as a mugthnic nation i )| pt
united by the Azerbaijan Turkic language (Azerbaijani:
t ¢ r B, which had been usedtine beginning of 2ih
¥ centuryas a lingua franca not only for Azerbaijan but
P - ' also for the South Caucasus region.
First, Hadjibeyli discussed music in connection

with the official language of the Azerbaijani nation.
+ The concept ot ¢ ik Haji beylids proc

linguistic meaning for this reason that an identity in the

East has never been based on ethnic features. Second,

Hajibeyli does not support the idea of a direct
connection between music and linguistic thinking. He said that despite the unity of the languages of
Turkic-speaking people, their music is fundamentally different. Third, in accordance with the
popular influence theory at the turn of thetl@nd 2@hc e nt ur i es, Haj i beyl i i d
|l i ke Arabic and Chinese, whofGitbmarslaind &zedaljdnig, ofi i n f
the one hand, and the Volga region and Siberian Turks, on the other. Fourth, Hajibeyli noted that

Figure 1: Uzeyir Hajibeyli.
(This photograph is in the public domain.)

people who do not have a common cul tur al bor d
music. For example, it may seemEuropeans that Azerbaijanis are not singing but crying, while to
Azerbaijjanisthh Eur opeans are not singing but howl ir

[simple] people without musical education, do not like either our music or the music of the East, so
our people do not like theirs [music]. They stop their ears when thiey lio our music; and in the

same way our [ears] do not receive any pleasure from their music. According to them, our singers
cry instead of singing; according to ours, t !
16
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According to Hajibeyli, the complete adherence between melody and verse seems to be very
simplified for Azerbaijanis, so they attempt
mi dst of the wordso (Haji bewltied 2®MA5:tD7 )u.s eFicn
or fAbado comparing Western and Eastern musi C;
sounds, but organize them in different ways (ibid). AlHbd j i b ey | i Gust havihgabeem me n t
mentioned abovevere confimed with a few exceptions, and it also turned out that music in its
representative classical samples preserves the memory of a lost language during the historical
transformations (Shamilli 20225i 36).
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Figure 2: A map of the Azerbaijan Democratic Republic with territorial claims and disputed areas in the Paris
Peace Conference 1919920. (This photograph is in the public domain.)

Identified soundscape
Such representative classical samples in the traditions of northern and southern kugky as

(Tatarstan, Bashkortostan) amou e dArerbaijan) are extremely contrasting. We usually listen to
somek ¢examples in Altay, Tatarstan, or Bashkortostan, enjoying the anhemitonic as the basis of
the modal thinking for all these regions. On the contrary, Azerbaijanige GmTurkishuzun hava
is based on the microtonal modes related to the Babylonian mode system. Hajibeyli could not have
known about the assumptidhat Safi aeDin alFUrmavi (d. 1294), who is considered being the
founder of the Middle Eastern magam theory, transferred musical theory from the linear
representation of scales based on Greek antiquity to the Babylonian circular withdel
its advantagesf describinga circle of fifthsand octave scalekrepeat and extend this hypothesis
following the comparative analysis of Babak Khazrai at the World of Mugham Symposium in 2018
in the Azerbaijani Shaki city. After that, | found the confirmation ofthidkea i n Ri char d
works, dedicated to Babylonian treatise on music (Dumbrill, 2023).

According my conception, sevgiointed starunfinished by the ancient author (Dumbrill
2023: 63)was completed by Safi-@in to its logicalconclusion on the base afl, whereas his
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predecessors used in Babylontheorya 10-stringedharp,which we see in the ancient Standard of
Ur, conceptualized millenniater as the harp of King David (Fig. 3).

s i ¥

Figure 3: CBS1766, courtesy by the University Museum of Philadelphia, Pennsylvania. It was reused in
Dumobrill, 2023: 61.

In 2011, ProfessorDumbrill made an important generalization on the presentation of
transcripts oinancient Babylonian treatise on music in Damascus. He said that he was quite
anxious about reactions from magam masters present, but to the contrary, some of them started to

hum fas if they had known the music from so
consciousnesso, and | ater , it became obvious
theoryé and the Orient al Magamo (Dumbrill, 20

Thus, the view of influence theory that was so much popular in the time of not only Uzeyir
Hajibeyli but also Abraham Zvi Idelson who had been trying to find a common root for music that
was scattered around the world by some Jewish diasporas does ndbdaylalthough it is still
used in significant scientific works.

Recontextualization
That is why | would like to draw attention to the report of Kamila Dadéesteh and Fattah

Halykzadeh published in 2023 and dedicated to the importance of recontextualization as a term for
ethnomusicology (Dadasbadeh & Halykzadeh, 2023). | am going tasa@er recontextualization

not only as a term but also as a method, without its direct linking to the semiotic approach and
transferring of linguistic methods to the eth
the dynamic transfeandtransformation of something from one discourse/tedcontext (the

context being in reality a matrix or field of contexts) to another. Recontextualization involves the
extrication of some part or aspect from a text or discourse, or from a genre of texts orsdscour

and the fitting of this part or aspect into another context, i.e., another text or discourse (or discourse
genre) and its use and -#bB)M see thenadvanmages of tmfethodn e | |
because ihelps us to understand the mechanf the circulation of cultural and genre contexts
within the supetethnical, regional, and national perspectives of Azerbaijani musical tradition. The
multicultural heritage of Azerbaijan offers a unique opportunity to explore music and dance through
thechanging genre discourses across the temporal and Suaties of world history.

It is known that we can understand the uniqueness of any music through the eyes of another culture
and understand ourselves in the mirroOtiher. That is why a genetic code of Azerbaijani musical
heritage was manifested in the article of Hajibeyli through the perception of European civilization.
And it is not crying but aesthetics oflament that has unique representations in the diverse
ethnolinguistic landscape of Azerbaijdnstening tolamentationin the introductory section of
mugham Bayaty Shiraz even thought that this section emerged in the structomegbfmat the
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turn of the 19th and 20th centurias a result of the globalization process, we understand not only
the deeper roots of this tradition in Azerbaijan but also the Near Asian musical traditions at whole.

Lament as a Musical Genre
The next question would be what lsmentas a

singing of unmetric microtonal melodies from the
perspective of supeathnicity, regionality, and nationality in
Azerbaijani musical heritage? Is it possible to consider
lamentas a genetic code that has determined not only its
various forms in Azerbaijani tradition but also the principles
of musical thinking?

Hittite text mentions a royal funerary ritual with
laments uttered by female mourners, but their content is not
qguoted, perhaps because they were very formulaic or
spontaneous (Rutherford, 2008; Furey et al. 2017: 687).
What about Biblical laments over a@kandividuals)i i on | y
two biblical exemplars of laments over individuals are
known, uttered by King David over Saul and Jonathan (2
Sam 1: 1¥27), and over Abner (2 Sam 3:133!). Others are
merely reported (2 Chr 35: 2 !
There are also cultic laments over dead deities in

Figure 4. Couple of musicians. Mesopotamia (Mourning the Duma lady or Tammuz), Egypt

Alabaster statuette Mari,.temple of (mourning Osiris) but At he Bi
Igir;gaéghsm:g:]f;?fhgr:_e;t;riu;\n; " of .this type (Hvidberg: 1?4), howeyer indications for _the
17568 [his photograph is in the existence of the relevant ritual praetiin Israel are found in
public domain.) Ezek 8: 14 and perhaps al so i
city laments, cultic laments, and prophetic laments such as
Sumerians (ALament for Sumer and Uro (2004 B
Ni ppurdeogBO9. 00ALament for Uruko (1940 BC), ACr )
Israel/Judea (City crying on Jerusalem, Prophetic cry) (ibid).

Such forms of music making as responsorial and antiphonal singing have been matched during
the longterm rituallamentspr acti ce. We read i n amudg-iminé¢ g-Siume r
reeg hamme& goO t hat means AMy singers, accompani
singing, truly performedo (-bdaneu age g2-8bked:e 03 6 ) .
that means #A[l amentation] 00, my Thté&sguageoyteed c i
female priests and imitators of thegala i ests (Fig. 4) who wore wor
anemesal, and at the same time, the musileadguage indicated a professional vecatrumental
tradition that had been preserved by women before the Islamization of the region and after that in
the courts of Arab caliphs.

The first Abrahamic religion reduced the external expression of ancient ritual, such as beating
of drums, scratching the face, screaming, cutting with daggers, and pulling otitdhétie pure

L Deul4:1” @ : _ 1 + 14747 T A s . TYou are-the chjldten of the LORD, yourx
God. Do not cut yourselves or shave the front of your heads for the dead].
19
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sound of the&kinnot, which marked the beginning of musical professionalism in its modern sense:
AFor this reason, a inwhichbcensuaesstself witlyirt the isang df lamésta | 1 t
is of such great internal truth, could Judaism, as it overcame myth and bachadtenent, absorb

lament within itself. In this way, the Hebrédsinaar ose. 06 ( Barouch & Schweb

Singing as Thinking

Lament genre as
different forms of
responsorial
singing
|

Religious Mugam and

" music Ashig music

Vocal-
instrumental

Instrumental
theatre oS forms

Vocal forms Musical

Figure 5: Recontextualization of the laments in Azerbaijani traditional music. (Scheme by the author.)

| consider the external and inner expressions of ancient rituals in all layers of Azerbaijani
traditional music. That is why | suggest to systematize the traditional musical heritage of Azerbaijan
not based on language, but a principle of musical thinkiitg representative form as a responsorial
singing of unmetered melodies (Fig. 5). These melodies based on such formula of the musical
process as | (initiund) T (terminus) = M (noftemporal motion) (Shamilli, 2017) that not only is
music but also is orgaally principle of sensenaking in dance tradition. The main principle of
such musical thinking is utemporal motion bringing together an initicendterminus of phrase as
one musical event and presenting the melody as a set dfi@@ichal processes.

The responsorid i ngi ng i n the Azerbaijani furter al
which repeats the syntagmatic expression of external plastic forms of ancient Egyptian laments for
Osiris, with a funeral fest concluding with the playing of instruments and dancing. This conclusion
can be drawn from the description of this ritual coegbiby Mirali Seidov at the end of XX century:
Aln a number of regions of Azerbaijan, especi
remnants of thg ¥a@remony are still alive today. In this village, before taking away the dead, men
kneel on one side of it and women on the other side, and while waving their handkerchiefs in their

hands, they chariv av ey i b a t a pity, fortunelesso <...>
burying it in the middle of the village, they play, sing and daikeeih they % g&Sey{dov, 2018

Akkadian terma] uhat is Azerbaijane jree ans fAoutsi de, foreign,
noncanoni cal parts of Shumerian | aments: WAThi s

and is frequently written with the Sumerian logogram BAR, which conveys the same meanings in
Sumer i anra 4, #sauset & in our context, occurs most frequently in regards to collections
of omens. aadetams-ctt@omi cal & omens in regard tc

2 AYuj: (Yuj]j/Yéj/l/Aj). Ajlamak anl améné takér. Ajeéet, a
bajl antéléedér. Yéjlamak/ Yujlamak s°%°zc¢j¢ ajlamak demek
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(Cohen, 1988: 1-39).

Various forms ofesponsoriasinging can be heard in the religious Azerbaijani mugicthe
prayers of the Mountain Jews from Baku to Jerusalem, in the singing of marsiyakhan, rouzekhans,
and nouhakhans during lamentations of Shia Muslims for Imam Hussein and in the prayers of Udin
Christians who lost the voice of their Albanian Church during the ages after the subkesjasnéal
assimilation by the Armenian Apostolic Church.

However, the modern classical genres of Azerbaijanghamhave also preserved the
musicatpoetic forms of ancient laments in its voaastrumental imitation of the principles of
responsorial singing. Listen to how the kaman
in lamentmuye( per . 6 ¢ mugh@amZahulnSegahh Ehis is not polyphony, as one might
understand but a recontextualization of ancient lamentations in Azerbaijani mugham, which has
never been borrowed from Zoroastrian magicianthe Mug tribe, as we sometimes read in-non
scientific literature.

We can consider a unique example of the overlapping of national, regional anetumpca
discourses in one piece of music created in our time. This is a genre of Azerbaijani symphonic
mugham Zabul Segah of Vasif Adigezalov. His son Yalchin Adigezalmglike conductor of this
score replaced the parts of oboe and violins with the voice of singer khananda and traditional
instruments tar and kemancKRa

Thus, a symbolic location of two settlements of Kish in the north and -soegh of
Azerbaijan correlating with Mesopotamian Kish, is not just a geographical statereemt]l as a
stone with an inscription on an Aramaic coin near Shaki city in the north of Azerbaijan. All of these
facts confirm not only the cultural ties with Babylon but also the formation of a universal melodic
dictionary of the Near Asian region as/hole. It links such genres as Turkistun havamagamal-

Iraqi, and Azerbaijanmugham. Guzel Tuimova could continue listirgenresin VolgaUral and
Crimean Tatars musical traditichs

Volumetric vision
Recently, my colleague Il ya Saitanov has s

phenomena in world musical traditions to understand them within the context of art history not on a
linear timeline and not through the dosrecipient model, butsaa polyhedron, each side of which
representing a unique and equal national discourse (Saitanov preprint). For exanfiple traees
of ancient civilizations not only in Azerbaijani traditional music but also in dance. Azerbaijani
Shalakho dance imitatéise gestures of a cormorant (Hebrew: shalakh). One of several melodies of
this dance, popular throughout the Caucasus, is a telmytiamical version of the famous Sephardic
Jewish prayeAvinu Malkeinu The name Shalakho is transl at e
Godo for this reason that this bAnotdermeaningdfor bi
shalakn s fiout stretched armso which refers to the
to dry its feathers. Outstretched arms are the main element of this dance.

This habit to sit with spread wings doing nothing for hours apparently formed a stable
expression in ancient Aramaic suchsaslaykimmalakim whi ch me aniso uirOuTs aSrho
or AOQur TCoumoTsato. I't is no coincidence- that

3 Vasif Adigezalov Symphony Mugham Zak8&gah: part V. Muye.
4 See article in this collectiouymova, GuzeDz én k~y and magam {UoandChmreeamTatare r i a |
musical traditions).
5 Lev11:17 “x o ., 877 T 7 (Jthelittle owl, the cermorant; the great owl].
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bek Vezirov (185%1926) conveyed with this expression a critical view of the idleness or laziness of
theprer evol uti onary Russian bourgeoisie (Bbpdpbpl bbpo
life was the personified thought of the negative andieraonnotation oshalakh

Such other meanings shalakhasveri it o send; to dispatch; to
l eg) o that means (transitive) to send (someo
(something) physically away from one's body (intransitive) to send messengers of letieetates
with Azerbaijanishalakh paltaras a very spread term in the oral traditions of Western regions of
Azerbaijan Republic such as Gedebey.e8halakh paltarin Azerbaijani or Azeri Turkish means
Awi de skirtso, worn one on top of the other,
Sovietization of the region, indicated the wealth of a woman. Apparently, they were called by this
name because wide skidsually look as if they had been moved away from a woman's body and
resembled outstretched arms. This clothing was very popular among all populations not only in
Azerbaijan but also in Iranian Kurdistan (Fig. 6).

At the same timeshalakhhas such
additional dictionary
that is why this is at the same time the
name of sort of apricot in the Caucuses.

Famille israélite

Another example of
reconceptualization units Azerbaijan with
Syria, Lebanon, Iraq, and Turkey. This is
an ancient dance for trampling reeds,
which have been laid on a layer of clay at
the base of Babylonian bricks. It presents
the characteristic quality ainovement
andpause as one plastsemantic event

Figure 6: Shalakh paltar. Jewish family at the end of the 19th dependent on such musical process as |
century and the beginning of the 20th century. (This (initium)é T (terminus) = M (non

photograph is in the public domain) temporal motion) about which | have just
said the above.
In modern time, this dance is known adabke In the past, it also served the purpose of
trampling branches for covering the roofs of huts. It is very interesting to notice that the ancient

nameofBakiiBad Kméaws fa branch of the huto in Ba
franca of Cauasus Albania until the Arab Muslim conquest. It appears on the covers of Azerbaijani
Arabics cr i pt books, including the Ctsllection of

Bey Zardabi (184&@ 1907) (Fig.7).

Today, this dance is mainly performed at weddings in Levant but in Turkey this is a love folk song.
Famous Azerbaijani singeki{fanandd Khajibaba Huseynov (1912993) in the early 1980s
included this song in the function of Tasnif in Azerbaijamigharmdastgah

6 The author thanks Irada Kocharli, professor of the Institute of Architecture and Art of the National Academy of
Sciences of Azerbaijan, for providing valuable information on this topic.
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Figure 7: Bad Kuba on the cover ofCtsl | ecti on ofby Tur k
Hassan Bey Zardabi (circa 183i71907) from the Russian State Library.
(Photograph by the author, 2016.)
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AKigom g°zlbrinpo czizinbpm, bar ama
Vuruldum s°zIlbrinbo Qar addared ma
AKigopm g°zlbrinbp czizimbpm, bar ama
Vuruldum s°zIlbrinbo Qara teli dar ama
¥z¢m °zenbD qur ban Spnb qurban ol aram
G°zIlpbprim g°zlpbrinbpo Yara vur ma yar ama
cdal e yar, nisgill i cdal é yar, nisgilli
Onu burax, bana gbol Onu burax, bana gbpbl
Olurmu, vyar? Olurmu, vyar?
Kksiev-doak bnl bprin cbzas
Kksievda -pbpkbnlborin ci

The same principle of senseaking united the
movemerdendpause in one senggnerative event is
evident in the traditional Azerbaijani dance: Amina Dilbazi
(1919 2010)7 the famous Azerbaijani folk dancérmarks
each plastiphrase byn © kot neticeable head movement as
a point at the end of the proposition. Her unique technique
and dance style seem to reproduce the plastic images of the
famous portraits of dancers from the Qajar palace of the late
19th century.

All these facts, which could be considered as a
reconceptualization of genre discourses, definitely destroy
the concept of racial and linguistic superiority, which is still
evident in ethnomusicology, as well as an attempt to revive

Figure 8: Cover sheet of the lllustrated History of Music by Agalar
Aliverdibekov (1880i 1953). Manuscripts Institute of National Academy
of Sciences of Azerbaijan. (Photograph by the author, 2023.)
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nec-colonial discourse, including the Iranian nationalist discourse that arose after Shah Mohammad
Reza Pahlavi (19411979) came to power. In the map of such world music history through the false
concept ©oEuUrtohpee ainl nsduop r a c i Vv,iwek dosdfind no Azarbaijan oeitheru n i t
other countries people of which being speaking Altai, Uralic, Caucasus, andgifioc language

families (it ncluding Semitic and Turkic-1ang!
Europeanso n ot toasimglbyt evierhtieeir thoughband donsciousness, culture, and
spirituality.

Finally, 1 would like to remember that outstanding Azerbaijani intellectual Agalar
Aliverdibekov (18801953) has reconstructed at the beginning of théh 2@ntury German
hi storicism by including a chapter on Azerbai
basis of famous Emi|l Naumanno6és AWorl d History
declared equality of world musical traditioasthe end of the 1960s. Being the first manuscript in
the Turkic languages written in Arabic scrigg,|l i ver di bekovds history
conceptualization where there was also a place for Azerbaijan (Fig. 8).

Unfortunately, this manuscript was not published due to World War Il cataclysms and the
aut hor 6 s @nlyinl2005 alceraplete text of Aliverdibekov's manuscript was published
with Cyrillic transliterati on Alieetdibekok,b @001B dtk u p U
director Vasif Guliyev who had survived in 1993 in his native Shusha the ethnic cleansing by the
Armenian occupation army preserved the names and photographs of even those few Armenians
originally musicians who, together with Azerlzaj Turks participated in the performance of the
Azerbaijanidastgahmusic at the turbbetween the 9and 28" centuries

Althoughihas a di scipline, art history has acqu
its boundaries, accept or reject people and o
1997: 28)the words of the great Uzeyir Hajibeyli remain constant in the endless change of
approaches and htphre okrpise sb.i | Hep dsi agirdn:ifiecvd g y mpri dis
what t hey Hapbayli, 200X aralyweclared).

Conclusion

Considering Azerbaijan in the Map of Global History of Art through the genre discourses of
music and dance, on the one hand, and unidaee y i r Hayblbieydat Gen AONn t
Azerbaijani Tur kso, on the other, it seems t
understand the present through the past to see the blending of voices in its diversities and at the same
time so simple form asesponsorial singing at first so difficult distinguistpin vocatinstrumental
forms of musiemakingin Azerbaijani traditional music. In Ashiq music represented at the same time
inYuj r ithisusa buestiomesponsorial structure alternately linking the voice and the instrument
(sa?. In Mugham music, this is a so delicate response of tar and kemancha trying to reproduce the
outline of the vocal melodic line accurately. This list of genres, including the religious music of
Azerbaijan, can be continued indefinitely, all of which preserwsique melodic vocabulary and
tradition of singing nommetrical melodies. | call it thehetoric of lamentationreferring to the
Sumerian wordalaga which originally referred to lyre and part of lament accompanied by a lyre
and a choir. Later, the Arabs used this word to denote rhetoric as the science of elpgdandem a |
balagg), seeing in this grandiose phenomenon an act of interaction and commuriidai®is one
of the etymologies of the Arablzalaga It is also interesting to remember that the Akkadian word
bakn®ans it Rerhapeteemdise of the rolling waves processes of those same adjacent non

7 b a K 8 weep: http://sednline.ru/words/22725 (309-2024). Lasticcesse@1 Novembey 2024.
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hierarchical sound waves that washed the Baku fortress reminded the ancient man of crying?
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THE MUSICAL DYNASTIES OF SHUSHA
IN THE CONTEXT OF THE GENIUS LOCI THEORY

The musical dynasties of Shusha are a unique phenomenon that requires deep understanding
and study. The concentration of so many creative individuals in one small city located high in the
mountaings bothsurprisingandadmiring.Butin orderto understandhenatureof thisphenomenon,
it isnecessarto studyall culturallandscapeyhichwasthefoundatiorfor theemergencef notonly
individual bright personalities, but entire dynastic chains that actively produced from generation to
generation. We will try to look at this situation through the prism of the Genius Loci theory, which
considershecreativityof anindividualin asocial,cultural,historical,andalsogeographicatontext.

In our message, we consider only some of the surnames that played a significant role in the
developmenof the musical culture of Azerbaijan:theseare the family of UzeyirbekHajibeyli,
Sadikhjan Majid Behbudov, Mashadi Jamil Amirov, Badalbek Badalbeyli, Agalar Aliverdibeyov,
Khan Shushinsky (pseudonymof Isfandiyar Javanshirov),Bulbul (pseudonymof Murtuza
Mamedov) Zulfi Adigezalov,Zakir Bagirov,SuleymanAleskerov andAshraf Abaasov.

Thepoeticmejlisesof Natavanthescientifictreatise®f Mir MokhsummNavvab theliterary
activities of Najafbek Vezirov and Abdul Rahim bey Akhverdov, the educational activities of
Akhmedbek Agayev and Kerimbek Mehmandarov are just some of the moments that created,
nourished and saturated the cultural atmosphere of the city.

Asforthemusicalcultureitself, its originsincludedsuchwonderfulmusiciansasthescientist,
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musicologist Mir MovsumNavvab, tar player, teacher of Sadikhjan Mirza Alasker Karabaghi,
reformer of moderizerbaijani tar Sadikhjan, the legendary khanende, composer and poet Jabbar
Karyagdiandotherslt is necessarjo studyall thesefactorsseparatelyandin interaction.Only such
acomprehensivapproacttanbringuscloserto understandinthephenomenothatmanifestedtself
in Shusha.

Keywords: ShushaKarabakhMusical Dynastiesof ShushaGeniusLoci

ALEXANDRIA SULTAN VON BRUSELDORFF

USA/Azerbaijanvoice researcher, vocal pedagogue, soprano Ph.D.
candidaten musicalartsandartstudies Headf Voice ResearclscientificLaboratory
AzerbaijanNationalConservatoryBaku,Azerbaijan Masteof

Music, WestminsteChoir Collegeof RiderUniversity, PrincetonNJ, USA
E-mail: alexandriasultan@outlook.com

WHY IT IS NECESSARY TO ESTABLISH A STUDY GROUP ON VOICE RESEARCH
ACROSS MUSICAL TRADITIONS WITHIN ICTMD

The human singing voice transcends mere sound; it is a vessel of emotion and intention,
capableof stirring heartsandmovingminds.Wheninfusedwith masteryandpassionijt becomesot
just an expression of beauty, but a force that resonates deeply, compelling and uniting those who
listen.Yet, its beautyis not solelya matterof artistry; it is atapestrywovenfrom intricatebiological
functions,acousticmuancespsychologicablepth,physiologicaldynamics culturaltraditions,artistic
interpretation, emotional resonance. While Western classical vocal research has explored these
aspects extensively, traditional singing styles from diverse cultures have not received similar
attention. The proposed Study Group on Voice Researobsfd/usical Traditions within ICTMD
aims to bridge this research gap by extending our focus beyond Western traditions td,the ric
uncharted realms aflobal vocal artistryAlthough this study groupas not yet been established, its
goal is to act as a pivotal nexus, uniting researchers, performers, pedagogues, and scientists worldwide
to explore traditional singing practices that have often been overlooked by mainstream research. Key
objectives of te group include: 1) fostering interdisciplinary dialogue to understand diverse
traditionalvocal practicesshapedy cultural,spiritual,andhistoricalcontexts?) integrating cuttig-
edge medical technologies, including laryngeal imaging and acoustic analysis software, to develop
innovative frameworks for studying, preserving, and teaching these traditions; and 3) bridging
academiaesearctwith practicalapplicationto ensurethatfindings enrichboth scholarship anthe
preservatiorof endangeredocalart forms. This initiative promisedo elevatevoiceresearch within
ICTMD and set a new benchmark for the study and preservation of diverse vocal arts. By promoting
a global exchange of ideas, methodologies, and best practices, it aims to significantly enhance our
understanding and appreciation of the workl v o c a | heritage.

Keywords: Voice Research Group, ICTMD, traditional singing styles, cultural vocal
practices, interdisciplinary collaboration, medical technologies, acoustic analysis
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Introduction
The establishment die propose&tudy Group oivoice Research Across Musicadaditions

arises as a natural progression, responding to the evolving needs of the scientific community and the
increasing recognition of the necessity for dedicated exploration inspi@sialisedfield. This

initiative reflects the culmination of ongoing scholarly and practical developments and aims to
integrate voice science with traditional pedagogy and vocal practicesautte brought forward
thisideaatthe VI International Scientific Symposium "Space of Mugam" iBR2@ince then, it has
garnered significant support from the Azerbaijan National Conservatory, the ICHidEdent,
Professor Svanibor Pettaand the ICTMDSecretariat.

To deepertheunderstanding of the human singing voice across diverse musical traditions, the
establishment of theproposed Voice Research Study Group within ICTMD represents a
transformative milestone. This initiative, currently under consideratiothe Executive Board
Committee on Study Groupaspires to become a central hub for the accumulation and dissemination
of knowledge essential to exploring the voice in its multifaceted glory across traditional vocal arts.
To fully comprehend the complexity @bcal studiesan interdisciplinary approach is vital. Our
objective is to inspire collaboration among a spectrum of experts and practitioners, including:

1 Musicologists specializing in vocal traditions
Vocal pedagogues and teachers experienced in various styles
SpeecHanguage pathologists and voice therapists involved in clinical and research settings
Medical professionals focused on otolaryngology and vocal health
Acousticians and engineers studying the acoustic properties of voice
Psychologists and cognitive scientists exploring voice perception and emotion
Anthropologists investigating the cultural and historical contexts of vocal practices
Performers eager to contribute their insights and experiences
This initiative transcends mere acadeendeavourit is a commitment to fostering a dynamic
dialogue that bridges artistic and scientific perspectives. The proposed Study Group aims to address
the urgent need for a comprehensive, cmgstiral exploration of vocal practices. Unlike existing
ICTMD study groups that cover a range of music and dance traditions, this group will concentrate
exclusively on the voice, recognizing its unique role in preserving and transmitting traditional vocal
musical heritagen a global scale.

Innovation will be central to the proposed group's mission, guiding future research to address
emerging challenges and opportunitieth@studiesof vocal traditionsThis will involve leveraging
advanced medical technologies suchraegnetic resonandenaging, highspeed videoendoscopy,
and acoustic analysis software. The proposiedly group aims to facilitate global dialogue by
connecting scholars and practitioners across cultures, fostering mutual respect and appreciation for
diverse musical traditi Additionally, it plans to disseminate findings widely through conferences,
symposiums, and publications. Furthermore, the proposed group intends to focus efforts on
safeguarding endangered vocal traditions, working to preserve these vital culturakiexydor
future generations.

=A =4 =4 4 -4 A 4

Evolution of voice scienceweavinghistory, pedagogy, and modern research

The history of voice study reflects a gradual evolution from early philosophical observations
in Ancient Greece to the scientific advancements of the 19th century. While early voice study focused
on theoretical frameworks, later developments, especiallytwé invention of the laryngoscopg
Manuel Patr i ci oin IR® dffeted m@e direGtainsights danto vocal physiology,
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shaping modern pedagogical practicése integration of physiological understanding into vocal
pedagogy, notably by figures |ike Giovanni Cal
in the field, combining artistic technique with scientifigour [5, 7].

As we transition into the 20th centuagd beyond, the landscape otatpedagogyand voice
research underwent a profound transformation. The early 20th century marked the beginning of voice
science as a distinct field, emerging from advancements in medical and acoustic technologies. A
significant focus was placed on laryngeal biomeatsdnthe role of muscles around the vocal folds
during singing and how different singing styledfectvocal performancéy altering how the vocal
folds vibrate, how air isantrolled and used, how the voice resonates in the body, and how the
emotional intent is conveyed through the voice. These differences lead to distinct tonal qualities,
technical challenges, and health considerations, especially if the voice is pushaditelpmits.

This scientific approach revolutionized vocal training, moving beyond traditional methods to
explore the complex mechanics of voice productigpoice science and pedagodpave been
significantly advanced through both theoretical and practical contribugforstablefigures.Robert
Thayer Sataloff, Ingo Titze, and Katherine Verdolini have been instrumental in bridgirgglc
practice with scientific research, particularly through their work on vocal health and the development
of vocology[13, 23,24]Jcdh an Sundb e {18, ©9s20jonevaca acoustibs and formants has
expanded the understanding of voice production. Meanwhile, Donald Grey Miller and Richard
Miller's works have merged vocal acoustics with pedagogical practice, emphasizing the importance
of physiology in effective voicéraining [8, 9]. Paul Boersmathrough his development of Praat
software[2], has revolutionized voice analysis, providing essential tools for both linguistic and
medical research, and advancing the study of vocal aceus

Institutions such as The Voice Foundation (USA), the British Voice Association (UK), the
Freiburg Institute for Musiciansd Medi canhe (G
many othersexemplify global efforts to integrate scientific research and vocal artistry through
education, collaboration, and innovatiddespite the existence of numerousice organizations
institutions andaboratoriesthere remains a distinct need for a specialsgadygroupfocusing on
voice research across tradittdnmusicwithin ICTMD. Moreover, vhile manystudygroupswithin
ICTMD address various facetstofditionalmusic,the proposedtudygroup will uniquelystudythe
singing voi@s in traditional music across global contextem multiple angles applying an
interdisciplinary approachThis specific focus distinguishes ts&udy group, positioning it as a
unigue entity within the broader landscape of music research. The creationstfitlyigroup will
thus contribute to advancing understanding in a nichee theg is presently underexplored, ensuring
a comprehensive approach to global musical traditions and vocal expression.

Harnessing voice science and innovatioffor global vocal tradition s: insights from
preliminary studies on theancient Azerbaijani mugham tradition

Driven by a commitment to integrating modern practices in vocal pedagogy and voice science,
over the past 3 years the author has undertaken a pioneering journey to explore the unique vocal
traditions of Azerbaijanimu g h a m. The authords research trar
academic contributigrit emerges as the culmination of an extensive and deeply reflective journey,
embodying a profound commitment to advancing our understanding of vocal traditions on a global
scale. Through her work, the authmt only sheds light on the richnedssersityand uniquenessf

traditional vocal musibut also articulates the compelling need for establishing a dedisiateyl
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group. By highlighting the author's efforts, thsperunderscores how such initiatives can transform
the understanding and preservation of intangible cultural heatadjaspire future scholarship.

T h e a udasdamlie distinguished by its focus on the physiological and acoustic properties
ofmugham singersdé vocal me ¢ h ani $ymaking irsightsdront i n g
Westerncentric paradigms and introdng a broader perspectiv8he author undertook live
physiological and acoustic investigation of the voices of distinguished figures withmuttieam
singing traditionP e o p | e 6s®f AZerbaijang\limeQasimovand Mansum Ibrahimov [15, 17]
Furthermore, she explored the voices of revered masters and key representatugisaofiart from
previous generationsasedon commercilly available recordings as a primary soufoe acoustic
analysisto provide a comprehensive understanding of this rich vocal tradit®jp Through this
research, the author has demonstrated how voice science can uncover the intricate mechanics of
traditional singing, providing insights that are vital for both academic inquiry and practical
application.Her researclexemplifies the potential of interdisciplinary collaboration to address gaps
in the understanding of diverse vocal traditions, paving thefaaa systematic approach to their
study.

The author adopted a multidisciplinary methodology, combining qualitative and quantitative
approachesapplying advanced medical and acoustic technologresuding high-speed video
endoscopy, redime dynamic Magnetic Resonance Imagin@MRI1), and highspeed flexible
fiberoptic nasopharyngolaryngosco@goustic analysis software such as Praat, VoceVista, Sopran
This integration enabled the comprehensavel nuanceexamination ofacoustic properties and
laryngeal biomechanics of Azerbaijani Mugham sisgeroviding empiricaknowledgeabouttheir
distinctive vocal phonation. Such findings not only advance theoretical understanding but also
provide practical solutions for the challenges faced by practitionéraditional musicTo presere
the intangible cultural heritageit is essential to combine traditionahusical practices with
contemporary scientific advancement s. The au
establishing a dedicatesiudy group, a structured platform for collaboratidinat will facilitate the
ongoing study of vocal traditions. &tproposed studgroup wouldcontribute tostrengtheimg the
theoretical and practical foundatioms the studies ofvocal traditionswhile fostering cross
disciplinary cooperation. Such an initiative is vital for ensuring that cultural heritage is transmitted
accurately across generations.

In 2019, he author orchestrated a grodmeaking scientific expedition to the University
Medical Center Freiburg in Germany, marking a significant milestone in the study of Azerbaijani
mugham singingl17]. This expedition was the first to employ réiahe dynamicMRI technology to
examine the vocal physiology ofiale and female ngham singers. The cuttiregige technology
enabled continuous monitoring of laryngeal movemenwaizkeproduction, providingaluabledata
on vocal fold dynamics and larymostioning thatwereessential for understanding different vocal
techniquesind modes of singingdnce more idemonstrasthe potential of advanced technologies
to deepen our understanding of vocal traditions. Building on the knowdedgeracticgained from
the study, the authdoelievesthat vocal traditions require systematic, interdisciplinary exploration
and thusadvocates for the creation of a dedicated study grolg.proposedtudy group would
serve as a nexus for experts in acoustics, pedagoggicology, and voice science, fostering
innovative approaches and bridging gaps in current knowledge. The establishment of such a group is
essential for preserving endangevedal traditionsand for ensuring that the study of vocal traditions
becomes a recognized and wallpported field of inquiry.

The authordés extensive partici phalktermatonal n i r
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Scientific and Practical Conf er e n,ahe30th @umgdass a |
of the Union of European Phonologisthe 46th ICTMD World Conferencgeand ISME World
ConferencgVoice Istanbul International Conferendeld across Azerbaijan, Turkey, Russia, the
USA, England, Portugal, Australia, Kyrgyzstan, and Uzbekistanderscores her active
communication on aglobalscalen addi ti on to her i1invol vement
initiative and leadership in establishirtgetVoice Research Scientific Laboratory at the Azerbaijan
National Conservatory demonstrate her deep commitment to advancing voice science in Azerbaijan.
Inspired by these endeavpihe envisions the mission of the proposed study group as not only
fostering collaboration among specialists from diverse relevant fields but also establishing strong
connections with voice research institutions, centers, and laboratories wofldeddaetions that

will be integral to the study group's success and its potential to achieve meaningful outcomes.

Moreover, he aut hordés contributions to the 202:
Navigating the Legacy of Music and Dance" in Baku, Azerbaijan, highlight both strategic planning
and active engagement aimed at establishing a Study Group on Voice Research Amiocat M
Traditions within ICTMD. Thisevent which spanned from September 18 to 22, 2Qitdyeda
significantrole in the effort to merge interdisciplinary scholarship and foster global collaboration in
voice studiesAs a member ahe Local Oganizing Committeéhe author advocatddr theinclusion
ofthesubs ect i on titled AThe Phenomenon .00he tawet MSd rn
leadership in chairingthesssbe ct i on A The Phenomenon of the Si
on September 20, 2024, exemplifies an ability to facilitate ezokaral dialogue in voice research.

The author alssecured support from both the planning and local organizing committees to present
this paper aa plenarysessiorexplaining the missioand vision of the envisioned study group and

its potential contributions to ICTMD's concerns and voice studies across musical traditiens.
plenary presentation delivered by the author is a noteworthy example of strategic communication
with experts from various fieldsranging from musicologists to clinicianahich underscores the

aut horés comprehensive approach i noiceresgalclaferi zi n
the preservation of traditional vocal practices.

According to the symposium program, the resolution to support a wish for the establishment
of the StudyGroupin-the-Making was adopted and signed. Mr. Abdullah Akat, Chair of the ICTMD
Study Group on Music and Dance in the Turkic World, and Ms. Raziarfewth, Chair of the ICTMD
Study Group on Global History of Music and Dance, emphasized their strong support for the initiative
and sent their letter of support.

Many ICTMD members who presented their papers at the symposium have expressed strong
interest in joining the proposed Study Group on Voice Research Across Musical Traditions once it is
officially established. They recognize the importance of this iniBadivd view its creation as a timely
and necessary step forward. The author has personally contacted numerous professional voice
researchers, vocal pedagogues, singers, clinical practitioners, ethnomusicologists, and musicians
from various organizations, eouraging them to express their interest. A comprehensive list of
interested individuals, along with all necessary documentation, has been subsnittedauthoin
support ofherrequest for the status of Study Grenpthe-Making.

Celebrating the legacy of vocal traditions: achievements and future vision for World
Voice Day at ICTMD
The celebration of World Voice Day at the Azerbaijan National Conservatogroasinto
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an extraordinary platform for artistic and scholarly engagement, largely due to the visionary initiatives
led by the author. Through a series of impactful events, including seminars, concerts, and workshops,
the Conservatory pays tribute to the unparallédeauty and complexity of the human voice, with a
particular emphasis on the rich traditions of Azerbaijangham.

Among these initiatives) The Voi ceTlod \bdhiucd aopfojeddsdapdsbua i j ar
as a groundbreaking endeavor, conceptualized and spearheaded by tHeBlutkot only does this
project commemorate World Voice Day, but it
cultural heritage, especially the vocal art oftinegham tradition. Shusha, a symbol of cultural revival
and historical memory, provided a unique platform for showcasing the interplay between traditional
and modern scientific approaches to voice research. This initiative brought together asiiapre
assembly of scholarsingers and specialists to explore and discuss the art of waegham and the
enduring | egacy oniughaAnsiagerb(khanendenioTsh er eWoei rceédThe f S h
Voi ce of @dgeetrldoreched ia 2023, highlights one of the most notable achievements in
the authorés <career. This event expl ored pe
apprentice methods with modern research and teaching techridguieéng upon this success, the
project continued in @24 withiTheVoice of ShushaThe Voi ce of astiendficbai j &
practicalconferenceand round tabldeld on April 67. This evenfacilitated rich discussions on
topics such as the legacy of Karabakh singers, the challenges of teaching mugham in contemporary
contexts, and the critical importance of vocal health for Azerbajaighamsingers

The celebration of World Voice Day in Shusha emphasized the importance of the voice not
only as a physical and acoustic phenomenon but also as a carrier of cultural and historical identity.
Looking ahead, if atudygroupon voice researchunder ICTMD is established, such evedt® n 6 t
have tobe limited toone specific locationThey can and should be held in other regions around the
world with a rich heritage of traditional vocal art. This would enable the exploration of unique vocal
traditions from divers cultures while building bridges between communities, bringing together
scholars, educators, asithgersn their shared commitment to preserving and studying the distinctive
traditions of vocal art. Each new region hosting these events would serve not only as a platform for
dialogue but also as a source of inspiration, fostering discussions on the phgaipkcpustic,
ethnomusicological, and pedagogical aspects of traditional singing.

The state of research on traditional vocal singing: a collaborative perspective

Traditional singing across the world has been extensively studied, often from
ethnomusicological, cultural, and historical perspectives, focusing on its role in identity and social
functions. However, much of this research tends to remain within indivdéi@pblines, which limits
a full understanding of traditional vocal practic&hahin Sharuhana Turkish researcher and
Associate Professor atuRee University's Faculty of Art, Design, and Architecture, Department of
Music addresses the methodologicapg in studying neoperatic and traditional singing styles,
particularly the lack of written resources in this figl@]. His research emphasizes the importance of
various parameters, such as the singing formant, in understanding and preserving indigenous singing
styles. He critically examines whether vocal techniques that create the singing formant are suitable
for all traditional singing styles, advocating for careful consideration of this phenomenon in research
methodologies.

A collaborative,interdisciplinary approacls crucial to advancingtudies ontraditional
singing stylesintegrating acoustics, physiology, psychology, pedagogy, and ethnomusicology offers
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the potential to deepen our understanding of how traditional vocal techniques are produced and
perceived across cultures. By fostering collaboration among these diverse fields, we can gain a more
holistic view of traditional singing, which will enhance bats preservation and future study.
Interdisciplinary research on traditional vocal musikinsted but stillemergingwith studies
such asnclude traditional art form of Peking Opde], IranianTahrir [4, 22], Ewenkitraditional
folk song[10], Croatian folk traditior{1], Kulning [6, 11], Azerbaijani mugham [14], etc
The International Council for Traditions of Music and Dance offers a truly unique and
inspiring environment, where the study and preservation of global music and dance traditions are
advanced through meaningful collaboration. It is this esteemed organitat has deeply resonated
with my vision, and it is within its nurturing framework that | wish to establish the proposed study
group, recognizing its profound commitment to fostering scholarship and safeguarding cultural
heritage on a global scale.

Preserving tonal identity: safeguarding traditional singing in a globalized world

Another significant dimension of our discussion is the preservation of tonal concepts. This
aspect is particularly pertinent to traditional art forms, many of which have been transmitted orally
across generations. Unlike Western classical music, whereetioad frameworks are well
documented, traditional singing often relies on the live experience and mastery of individual
practitioners, with limited formal theory.

In the context of globalization and the blending of diverse vocal styles, a critical question
arises: how can we safeguard the unique tonal qualities that define traditional singing? Margaret
Cusack, Professor of Voice Pedagogy and Chair of the Departvhdrformance Studies at
Westminster Choir College of Rider University, addresses this issue in her adiaé Concepts
[3]. Cusack examines how classically trained singers navigating diversésiydes classical opera
to Broadway musicads struggle tomaintain tonal balance and the integrity of their technique. She
highlights that an overemphasis on contemporary, "spéexh vocal styles can erode the
authenticity of classical tonal essence, particularly when these modern styles are conflated with
traditional academic ideals of sound production.

Tonal concepts, which govern the use and understanding of musical tones and pitches, lie at
the heart of both academic vocal performance and traditional singing practices. In traditional singing,
these concepts are not mere technicalities; they oftenveexasbund specific tonal qualities that
define their unique character inherent to particular culture.

In an age of globalization, singers are constantly inundated with diverse sounds from media,
which are often unconsciously absorbed. This situation presents a profound philosophical dilemma:
how can we preserve the essence and authenticity of traditmrellpractices and their tonal ideals
in an era where multiple vocal styles intersect and blend with unprecedented ease? Singers' internal
tonal ideal® once firmly rooted, shaped, and crystallized in their cultural heréegaow at risk of
dilution dueto the shifting global sonic landscape.

This critical question should be raised for researchers, educators, and, most importantly, the
guardians of vocal traditions: Where should we draw the line between adaptation and preservation?
How can we prevent traditional tonal identities from dissohimg@ the broader global musical
stream?
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In a world where the timeless voices of tradition are increasingly drowned by the noise of

modernity, the need for the Voice Research Study Group within ICTMD has never been more urgent.

This initiative stands as a beacon of hapeall to unite ethnomusicologists, vocal pedagogues, and

medi cal experts, creating a sanctuary for the
interdisciplinary collaboration, we can do more than just document these voices; we can safeguard
the very essence of humanh y 6 s shared musi cal h eigourtvithgeep By

cultural reverence, we will not only preserve but also enrich the physiological, acoustic, and
emotional dimensions that make these vocal traditions and voices irreplaceable.

In accordance with ICTMD's founding vision and memorandum, the proposed study group
will pave the way for preserving cultural legacies, integrating innovation thoughtfully, and fostering
crosscultural dialoguébenefiting not only scholars but all who value the rich, diverse voices of our
global heritage.

Voices on the Brink: Safeguarding the Fragile Heritage of Traditional Vocal Arts

The human voice, unparalleled in its intricacy, is a timeless vessel of human artistry,
embodying a symphony of physiologicaacoustic, and emotional dimensions. The vocal
performance transcends mere anatomy; it is a living expression of the soul, where breath becomes the
foundation of sound, posture shapes resonance, and phonation animates emotion. This instrument is
not staticit evolves with age, responds to daily life, and is shaped by countless forces, from the
subtleties of nutrition to the fluctuatis of mental state. Each nuance, from diction and articulation
to the delicate vibrato that caresses a note, reveals an unspoken connection between the singer anc
their craft, a link forged by centuries of tradition and individual artistry. Vocal heddthgside the
boundless spectrum of stylgem the soaring heights of opera to the primal, raw power of shamanic
overtone singing; from the mesmerizing eloquence of Mugham to the crisp, echoing the beauty of
Alpine yodeling; from the captivating compléxiof Indian ragas to the haunting lullabies of Africa;
from the rich, soulful traditions of the Americas to the ancient, untamed vocal sounds of the Turkic
worlddunder scores the voicebds extraordinary ada
neesd. Researchers and educators, in their pursuit of knowledge, delve into its complexities,
recognizing the voice as both a biological marvel and a sacred vessel for cultural expression. The
ossification of vocal folds, cyclical variations in function, ane physicality of phonation all remind
us of the voicebs fragility and strength. As
advancements, we deepen our understanding of this remarkable instrument, affirming its role not just
as a tool of pgormance, but as a living, breathing embodiment of human tradition.

Imagine a researcher venturing into the remotest corners of the world, seeking to uncover and
document the unique traditional vocal arts that have been passed down through generations, yet never
written down, never captured. Whether it be the vast expahsdéiscan deserts, the dense rainforests
of the Amazon, or the endless steppes of Siberia, the task is to preserve ancient vocal traditions before
they fade into oblivion. And yet, fate intervenes. The researcher reaches the final custodian of this
tradition d the last bearer of a voice that holds centuries of meaning and memory. But the journey is
fraught with challenges: financial constraints, lack of time, or even the passing of that very last
individual. The ancient song is lost. And withit, actédrs essence, a civili zz¢
forever.What have we truly lost? A single melody, a fleeting voice? Or an entire universe of sounds,
emotions, and wisdom accumulated over centuries? Once gone, these voices, these traditions, cannot
be reclamed. They vanish, leaving silence where there was once resonance.
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One researcher, brave and committed, might try to save a fragment, but can one person alone

succeed in the face of such monumental loss? Is it not time to approach this crisis systematically, with
a collective force of scientists, medical experts, ethnaulogyists, and acoustic researchers, to
prevent the vanishing of these precious voi&s@uld we not act now, before more voices are lost

to time, creating a united front to safeguard the songs, the expressidtise very identity of the

wor | d Oleritage?c a |
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ID PROMINENT PERSONALITIES IN THE HISTORY OF MUSIC AND DANCE
HERITAGE

a. The figure of Uzeyir Hajibeyli (Hajibeyov) in the system of traditional culture
CHAIR: RAZIYA SULTANOVA

SANUBAR BAGHIROVA

PhDin musicstudies,
leadingresearchellow atthe Departmendf Musical
Folkloreof the Institute of Architecture and Art.
AzerbaijanNationalAcademyof Sciences
E-mail: sanubar.baghirova@gmail.com

STROKES TO THE PORTRAIT OF UZEYIR HAJIBEYLI

Somuchhasbeenwritten andsaidaboutUzeyir Hajibeyli in Azerbaijanimediaandscholarly
writings that it seems there is no need to revisit this topic. Our musical science has made Hajibeyli
something of a prophet: his public views, principles, his choice of artistic paths, and his theoretical
teaching- all of this has been turnedto almost a Koranic dogma that cannot be challenged or
rethoughtNeverthelessn my speech| will dareto sharesomedifferentvision of his earlymusical
works, his contribution to national culture, and his personality, evaluating them from the standpoint
of modern mentality.

Hajibeyli's early work, his mugham operas, marked an artistic trend that met the cultural
expectations of the national audience. It also turned out to be relevant for other Eastern countries
where, as European musical traditions took root in the localcadusilture, the problem of their
cultural compatibility arose. Mugham operas showed the audience of that time one of the possible
solutions to their cultural compatibility. | interpret this solution not quite as it is commonly thought.

Anotherideal intendto developin my speecttoncernghe choicehe madebetweerpersonal
artistic creativity and serving Azerbaijani culture.

After the Sovietregimewasestablishedn Azerbaijan(1920),Hajibeyli hadto spendmostof
his time building a nevAzerbaijani musical culture, and this task obviously took away his creative
energy.Hajibeyli maynot haveinwardly agreedvith the Sovietregime butthisregimehada certain
concepbf culturalconstructionmanyprogramgoalsof which coincidedwith hisownpublic cultural
ideas. Having been forced by circumstances into a situation of choice between public and personal,
in this case, between serving national culture and personal artistic creativity, he, like the hero of
classical dramas, chose service.

Keywords: Uzeyir Hajibeyli, mugham operas, Azerbaijani musical culture, Soviet cultural
policy, artistic creativity vs. cultural service, cultural compatibility
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UZEYIR HAJIBEYLI: A VIEW FROM THE 21 StCENTURY

Abstract: This article examines the creative legacy of Uzeyir Hajibeyli from the vantage point
of the twentyfirst century, interpreting his oeuvre within both national and transnational cultural
processes. Moving beyond traditional classifications, the study faweds the conceptual and
aesthetic innovations through which Hajibeyli reconciled gmadfessional musical traditions with
European compositional principles in the cultural environment of the twentieth century. The opera
Leyli and Majnuns pregnted as a turning point in the formation of a new musical model, Whde
Principles of Azerbaijani Folk Musits interpreted as its theoretical foundation. Despite having
emerged during a politically complex historical moment, the op@eoghlu (1937) is analyzed
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primarily through its high artistic qualities, independent of ideological interpretations. The study also
addresses the broad regional r e sidMosammvoord, tloeir H a |
formative role in the development of regional musiteatre, and the global reception and
appropriation history of the operettarshin Mal Alan Ultimately, Hajibeyli emerges as a creative
model that continues to guide modern musical thinking: his legacy appears with greater clarity and
wholeness througtie cultural lens of the twenfyrst century.
Keywords Uzeyir Hajibeyli, EastWest musical synthesis, ofaofessional tradition,
recontextualization, Azerbaijani composed music, transregional cultural exchange,i Muglon
musical heritage, Koroghlu, Arshin Mal Alan reception
AXUNDOVA-DADAK ZADD, Z ¢ mr
Sbpnboptk¢gnasl eéq ¢zrop
i zeyir Haceébbyli adéna Baké Mu
tarixi o kafedraseé
Baké, Azbrba
I ZEYI R HACI BcYLK: XXI c¢SRDcN BAXI kK
X¢l akbpgial pdo | zeyir Hacéebbpyli yaradécél ej e
i rsi hom mil | i, hom dbo transmil | i mpdbponi pr o
yanakmal ardan kbnara -éxarag, Habtipexylkiami nmuX
pnonbl Drini Avropa kompozisiya prinsiplobori i
yenili klbrini °n plana -pbkir. ALeyl i vD MbcCcnhnu
n°qgtosi, AAzbrbaycan sxalbqu modiedii sni mibre pord a blganr
M¢rokkbob tari xi KbDraitdbp yaranmaseéna baxmay
yékl pnmbpdon kbpnarda duran y¢gksbpk bodii keyfiy
DsDrl orimgps¢man ¢ckjrafiyasénda vyaratdéejée genick
formal akmaséna tbsirini vbD AArkeén mal al ano
mbpni msonil mp tari $onucdhao,zopHdoabkyl-iir XKI ¢ bpsrd
istigamptlondirmpkdp davam edbn yaradécé mode
A-ar s %zelybirr: Ha ¢@brpby | muy s ikdpir gsi nt ezi , Kifahi
rekontekstuall akdérma, Azprbaycan bpismfslhd maaqg
musi qi irsi, fAKorojluo, AArkén mal al anbo

Speaking about Uzeyir Hajibe¥diis at once easy and difficult. It is easy to rely on familiar
fact® his canonical status, his role as founder, classic, and refdrimgrsuch simplification risks
dulling the freshness and individuality of his creative image. With time, ritualizationtahiy
envelops great figures, distancing them from the living dynamism and semantic richness that
originally defined their presence in national culture. The result can be a symbolic sildouette
recognizable yet lacking vitality.

From the vantage point of the twestgst century, a different task arises: how does such a
monumental figure appear to us today, in 2025? What can be said about his position within the broader
landscape of world music?

BThe composerés surname appears in different forms in
it was written adHajibeyov (Gadzhibekovin accordance with Russian orthographic conventions, whereas the restored
Azerbaijani spellingHajibeyli is used today. In quotations from historical documents, the original spelling is preserved.
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The Early Twentieth Century Context

The late nineteenth and early twentieth centuries withessed a rapid modernization process in
Azerbaijan, unfolding against the backdrop of profound historical upheavals and unprecedented
economic growth. This transformation generated deep structural chartgen the cultural sphere.
Education, publishing, and theatre emerged as key instruments of social modernization and
ideological reorientation. All of this took place amid intense intellectual disputes and ideological
searching, whichmadetherecoriti i on of seemi ngl yd natooabneligieus,i bl e
culturald an urgent necessity.

Without question, Uzeyir Bé§was one of the exceptional figures capable of bridging such
divergent poles. His formation as both a major public and political thinker and a pioneering composer
took place against sweeping historical transformations: the Revolution of 1904 the Felary
Revolution of 1917, the establishment of the Azerbaijan Democratic Republic, and later the complex
experiment of building the Soviet state.

He was among the first to engage seriousl
Moderni zeo, and he pr ocl atryeaeoltl state willsooo lmzecome tdee n c e
refuge of Turkdom, the sanctuary of Islam, and a respected membemobtinel d o f 207u 1 t ur ¢
I n an era defined by the collision of compet.
genius lay in his ability to construct a bridge between the ethical values of the East and the Islamic
world, on the one hah and the aesthetic and intellectual impulses of European modernity, on the
other. His proposals were not merely reactive but genuinely creative andduiamd.

ALeyli and Majnuno: A New Musical Para

The 1908 staging dfeyli and Majnurwas not simply the birth of a new genre in Azerbaijani
music; it marked a revolution in musical thinking. At a time when Azerbaijan had neither trained
opera singers, nor a symphonic orchestra, nor an audience accustomed to European forms,-the twenty
two-yearo | d Haj i beyl i 6 s somhething sesemiling tam op@&ra evatse afm ac
remarkable creative will and foresight.

The work emerged amid fierce debates between conservatives, who defended the inviolability
of national heritage, and modernists, who dismissed traditional music as an obstacle to progress.
Against this polarization, Hajibeyli proposed a third path: a ®gishof national musical thinking
with European compositional principleés a model of intelgenre dialogue and intercultural
reconciliation. Zemt sovskyb6s metaphor of t he
stylistic currents converge aptly captuk¢s j i beyl i 6 s position at the
[2, 31].

Root ed i n A zpafebsenal teaditivreeylioand Majnunbecame the first
manifestation of individual composer authorship in the East. Though distinct from opera in the
classical Western sense, its conceptual ambition made it an exceptional artistic phenomenon.
Scholarly opinions vary, yet British researchetMah ew OO6 Br i en per suasi vel
sought not imitation but an authentic synthesis of Eastern and Western traditions. He chaglders
and Majnunone of the most progressiworks ofitserd feven more so Ritebbhn St

1 Beyi an honorific title traditionally used in Azerbaijani culture to denote respect.
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The key to the workodés genre | i es |dastgaughan
0 its largeshobasections functioning as ari@s alternating with metrically organized episodes
performing the role ofasnif(ensemble and choral scenes). Thus, mugham was revitalized within a
new dramaturgical system [4]. This process is best describet@stextualizationneither opera
subordinated to mugham nor mugham forced into opera, but a new artistic space where both retained
their essence while gainimgw qualities [5].

As the first major compositional work of the emerging Azerbaijani musical cultey,and
Majnun set the trajectory for subsequent development. Many later works may be seen as variations
on its central ide® new syntheses between mugham and other artistic systems. Two milestones
stand out: Fi krat Amirovds symph&Garayeeudghbans
Concerto of the 1960s, which, using dodecaphonic technique, reconfigured national musical language
within twentiethcentury aesthetics.

As Aida Huseynova notes, the early twentieth century saw a redefinition of global musical
paradigms. In this context, Hajibeyli forged an innovative synthesis of past and present. Though his
musical language is simpler than that of Schoenberg or Ravehultiayered structure dfeyli and
Majnun ensures its ongoing relevance. This multidimensionality inspire¥&’®a and the Silk
Road Ensemble, whose 2007 arrangement reintroduced the work to contemporary sonic environments
[6, 33]. The same impulse undes the 2016 Mark Morris Dance Group production with Alim
Qasimov and Fargana Qasimova, demonstratingLtbgli and Majnunfunctions not merely as
heritage but as a living, evolving artistic organism.

International Resonance and Regional Influence

In addition to establishing a new national musical system, Uzeyir Hajibeyli enriched it with
compelling aesthetic possibilities, and this process shaped not only the development of music within
Azerbaijan, but also the broader musical culture of the Tiuvkislim world. His works functioned
not merely as artistic achievements but as models that opened the way for a newthesticeal

tradition across the region. To understand Ha,
back to the earlywentieth centur§ when his first creative initiatives took shape.
American researcher Kelsey Rice,inherarfitlE mi ssari es of Enlighte

Troupes in Iran and Central Asia, 1906 4 offers an important assessment of the cultural impact

generated by early Azerbaijani reformers. As she wiitesmong t he many proj ec

Azeri reformers, their attempts to create a native theater culture were perhaps the most radical

and ambitious. Azeris forged extensive intellectual networks across three empires in the early

1900s, and one of the mearthrough which they built and maintained them was the touring

theater troupes who brought their satires, operas, and tragedies, laden with reformist

sensibilities, to stages thro#hout the Russi
Ri ceds observations hi ghlight t he extent

productionsd includingLeyli and Majnunand the operettArshin Mal Aland served not only as

artistic works, but also as vehicles for disseminating reformist ideas and cultivating a transregional

cultural sphere. By circulating across Russian, Ottoman, and Iranian territories, these productions

helped shape a shared intelieadtand artistic environment, positioning Azerbaijani musical theater

as a transformative force the broader TurkidMuslim world.
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A number of early twentieth e nt ury observers noted that He:
far beyond Azer bai j an 0Saidbafiswd eort se. tiloakes diferkiaorat a n |
by heart among I ranian youthé | can confident
of the Easto [ 8, 188] . Rdhat G ugenkmoeattend€duthek i s h
performances of the Azerbaijani troupe in | st
coarse |l anguaemporafytfhar&osh stage with the Al
subtle humoro of Hajibeylidés operettad84. even

Similar assessments emerged across Central Asia. The 1916 stagayy ahd Majnunin
Tashkent played a foundational role in the establishment of the musical drama genre in Uzbekistan,
and Hajibeylibds works were frequently chosen
as a pedagogical model for actors and directors [10].

A comparable process unfolded in Tajikistan, whég@dullo Shahidd r ew on Haj i b
dramaturgical strategies in his first stage w&tziya[11].

According to Aleksandr Maklygin, the idea for the first Tatar op8emiya emerged after
Ghaziz Almukhametdwecame acquainted witkrshin Mal Alan and Haj i beyl i 6s b
extended to the formation of musical theater and music education in Tatarstan, reinforced by his close
ties withNazib Zhiganoy12].

These regional perspectives were succinctly summarized by the prominent figure of Kazakh
musical cultureAkhmet Zhubangvy wh o asserted that Hajibeyl: A
father of Azerbaijani professional music, but also as the father of several other national cultures that
were taking shag8gle at that timeo [ 13,

Taken together, these accounts demonstrate that Uzeyir Hajibeyli was not only a defining
figure of Azerbaijani musical identity, but also a key architect in the emergence of modern musical
thought across the broader Turkituslim world. His works served am inspirational moded in
genre, style, and for@ for the development of new musical traditions throughout the region.

AArshin Mal Al anod and the Question

It is necessary to address several sensitive issues relatédshin Mal Alan The
unprecedented success of the operetta was accompanied, unfortunately, by certain difficulties and
emotional strain for its author. After the wc
language® including Armenian and Georgian ard, over time, appeared in adaptations in which
attribution was presented ambiguously.

Armenianrlanguage sources contain explicit evidence of this process. For example, the Tiflis
newspapeMshak in its issue of 6 September 1915, reported that the operetta had been performed in
Armenian. The article,iOntFridddAsi aaeaptOpmrbert t &,
Assembly was once again filled with a large crowd. This time, under the direction of actor S.
Torosyan, Haj i bey ov ArshiniMal Alanwds pdrfornded in Armeniarpfa the t t a
second time [the first prmance took place in May 1915Z. A:D.] 0 .

Even more noteworthy is a passage in the same article that emphasizesitoingg cultural
p r o x i This Eastern music, which for centuries has been close to us Armenians, is something we
have absorbed because we have long lived alongside Turks and Persians; and many of their melodies
we still sing or play today. This melancholy music has an impacttrsbal and body [ 14 ] .
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In subsequent years, however, certain performances no longer mentioned Uzeyir Hajibeyli as
the author of the music or the libretto, illustrating how close cultural contact could, at times, lead to
incomplete attribution.

A comparable pattern appears in the booklet published in New York in 1923 on the occasion
of a local production ofArshin Mal Alan Signed with the initials Y.P., the text described the
operettadbs popularity among American Ar meni an
and laughter among American Armenians. It is a performance that confuses its viewer, delights its

adi ence, and makes anyone who has not seen i
performance is repeated onceevery ve year s, O6Arshin Mal Al andé v
[15].

The booklet further lists the number of performances across various régidksnenia,
Georgia, Russia, Azerbaijan, Tajikistan, Izmir, and the United Shatesderscoring the remarkable

geographical spread of the operetta [FigigeWwh i | e t hi s documentati on
immense popularity, it also reveals a troubling pattern: as the operetta traveled further from
its origins, Haji beyli s authorship was incre

as cultural exchangegradually gave way b appropriation.

The most consequential episode in this chain of attribution issues occurred in 1937, when
Marana Films in the United States released a screen adaptaticehof Mal Alan directed by Setrag
Vartian. I n this version, the setting was r el
According to the AmerWibimQurGaied: Ethnicity is AmeticantFeatui® ¢ a
Films, 1911196Q t he her oi ne OHallanm Atnthee samne e athespresersce of a
character namedsulchohmra suggests possible inconsistencie
annotation. It is highly likely thatlallam corresponds to the characieslli.

In response to this significant misattribution, the Azerbaijanfilm studio released its own screen
adaptation in 1945 to formally reassert Haji b
Leshchenko and featuring Rashid Behbudov and Leyla Jaivava (Badirbeyli) in the leading roles,
the film came to be regarded as one of the rare and accomplished examples of the operetta genre in
world cinema.

Of particular interest is a remark preser v
the songs from Azer baijani AcshinmpabAdaswere ddppted as Ha |
folk music by theb54fzerbaijan nationo [ 16,

This note reflects the extent to whiglishin Mal Alanhad entered the collective cultural
consciousnes an achi evement t hat simultaneously si
integrative power and the need for careful scholarly attention to the historical record of its authorship.

The Indivisibility of Culture

In his article on Mussorgsky, Zemtsovsky argues that every national musical @ilture
embracing oral, orgbrofessional, and written traditions and encompassing folk, mass, popular, and
composed musit constitutes a single, indivisible system &2 31]. He identifies the composer as
the creative force that binds these disparate layers into a coherent whole.

151 extend my sincere gratitude to the young researcher Yusif Hamzayev for his assistance in locating documents related
to Arshin Mal Alanand translating several texts from Armenian.
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Uzeyir Hajibeyli embodied precisely this role. Working within a cultural environment where
an already mature orgrofessional tradition flourished, he laid the foundations for a written school
of composition. His creative output formed a unique sphesgrdhesis in which Western and Eastern
musical systems gradually converged. Yet his work extended beyond practical experimentation; he
also articulated a conceptual framework for this synthesis. For Hajibeyli, culture was an integral and
unified structureand he opposed any approach that sought to fragment it artificially.

His reflections on mugham performance are especially revealing. He cautioned musicians

against decorating mugham with techniques borrowed from Western é\ueis uch as i ns
decorative passages r e @iarguing tbae superfioaftylizilensdisterts n  a r
the essence of the tradition. Equally, he r ej

that nothing, in his view, harmed the taste of Eastern list@rareven wounded their spiditmore
than such artificial imitationl[7, 208].

Haji beyli s integrative musi cal Vi sion ma
ri chness of Agergernusidaljheritag@san apprbach that found both theoretical
articulation and creative realization in his work of the late 1930s.

Koroghlu: The Crowning Achievement

The theoretical foundation laid out The Principles of Azerbaijani Folk Museffectively

gave wings tKoroghlu As t he composer | ater noted, At he
Principleswas the creation of the opekaroghlld [1P]8., The operads 1937 p
maj or cultural milestone: as Gara Garayev wr o’
an event marked by fAjubilation, shock, and te

understoodtat t hey were witnessing an extradlfdinary
With time, however, the reception Koroghlu became entangled in divergent ideological

interpretation® some framed it as a direct product of Soviet cultural policy, while others assessed

it through orientalist lenses. Yet the earliest reviews publish&bwuetskaya MuzyKa 937 1938)

provide a more grounded evaluation. Georgy Khubov emphasized that the Azerbaijan Opera Theater,

for the first time, successfully created a realistic Soviet musical drama built on national material. He

underlined how Hajibdy i i ntegrated Athe complex art of mi

ashigs and the | yri cal aunifiea styldorigihal emphlsis] osadralygnétionaln t o

heroic op/d8 ao coa@,| udi ng that Haji beyli ds <cre

exempl ary model for many Soviet 18&2nposers wor
Equally revealing are the observations of musicologist losif Ryzhkin, who highlighted
Haji beyli s acute sense of dramaturgy: for hi
that the majestic monologues of Korogldu though lacking conventianl theatradcal F
never | ose dramatic tension or proportion, re
pulse [2139].
Later scholarship further il luminated the

Abezgauz characterizéfbroghluas ft he qui ntessence of the art
an ent i r e 64hdemgnstratiog hpw2n2ational modes of thinking manifest at every level of
musical language and form, thereby enriching the European tradition. Kamila Eadigsbffered a
compl ementary insight: Haj i beyl i 6s wordkhe bec
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spiritual world of Turkic mentality, the realm of ancient epics and leg&ngathways leading to the
deepest | ayers of &%¥Bhogéhesecshudtesymake3cl
accomplishment lies not in ideological conformity but in the artistic revelations that transformed
national material into a cultural value of universal resonance.

A striking contemporary testament to Haji b
in Sovetskaya Muzykan 1940 wunder the title AOn the Opert
stands in the foreground withsazin his hands, symbolically bearing on his shoulders the weight of
Soviet opera, while Prokofiev, Kabalevsky, Dzerzhinsky, Chishko, Fere, Vlasov, Khrennikov,
Shaporin, and Gli re flank him on eithetedsi de
by Samuil Samosud-[gure 2].

Yet the most impartial judge is time. Many operas of that erad Podnyataya Tselina
(Virgin Soil Upturned,Ba t t | e s h i plintditiredtorenankd ThaMaster of Clamecy have
long vanished from the repertoire, whereakoroghlu continues to endure. It is also a well
documented historical fact that, in the late 1980s and early 1990s, during the turbulent period
of the national struggle for independence, the Azerbaijani public poured into the squares to the
stirring strains of Haji b e yKbrogblwoverture. I n 2009, under the ausp
opera was staged with an international cast and received widespread acclaim across the Turkic
world.

It is only a matter of time befor€oroghlutakes its place on the stage of one of Europe's
leading opera housés as a worthy representative of the entire Turkic cultural heritage.

A Man of the Future

The role of great artists in cultural history is always distinctive: it is through such figures that
culture reveals the depth of its resources, reframing them in light of new perspectives and emerging
intellectual tendencies. Uzeyir Hajibeyli was not nheesecomposer who created influential works;
he devised an entire model of creative thinking. The path he charau the intuitive breakthrough
of Leyli and Majnurto the theoretical systematizationThe Principles of Azerbaijani Folk Music
and, ultimaely, to the monumental synthesis embodieanoghlud became a formative paradigm
for subsequent generations of Azerbaijani musicians.

Much has been written and said about Hajibeyli, with admiration, respect, and affection. Yet,
as Aida Tagizade observes, he i1 s al stpThesisf i gut
unsurprising: Hajibeyli rose to prominence at a historically decisive and ideologically complex
moment, when national heritage simultaneously required preservation and renewal. He resisted
pressures from both extrendeseither fully aligning withconservative purism nor submitting to
radical modernisid and advanced witremarkable clarity toward his chosen artistic goals. The long
term triumph of this balanced yet innovative path is evident today.

Uzeyir Hajibeyli was, in the truest sense, a man of the future. Everything he accomplished
was in one way or another oriented toward what lay ahead. Today, living in that very future, we can
clearly see the lasting impact of his ideas: improvisation withiton, new strategies for engaging
with mugham, the understanding of timbre as a bearer of the sonic ideal, and renewed conceptions of
musical texture all continue to bear fruit in the work of contemporary composers.

Fi krat Amknoworedslo wevel al |l come from U28éyir B
applies not only to Azerbaijani composers, but to musicians across the wider region. It is in the mirror
of the twentyfirst century that the phenomenon of Hajibeyli becomes especially clear: he was not
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only the architect of a national musical identity, but also the creator of works that function as models
in a broader cultural sense.

Ultimately, Uzeyir Hajibeyli was a genius of space and time. And today, decades later, we
understand even more clearly what that means:

~

Ati meo i s eternity.

Figurel

Figure 2
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UZEYIR HAJIBEYLI ON THE ISSUE OF MUSICALITY

Abstract: It is well known that the study of human musicality has been and continues to be
one of the crucial areas of interest in ethnomusicology. This matter was of great importance to the
outstanding Azerbaijani composer, thinker, and educator Uzeyir bey Hajiaitbeyov (1885
1948). He may well be regarded as one of the great thinkers deeply concerned with this issue in the
first half of the last century much before it was thoroughly studied in scientific research (J. Blacking,
A. Merriam, B. Nettl &.). U. Hajibeyli managed to address the issue of talent in music, often from
various perspectives such as musical, aesthetic,sadinral, anthropological, ethical. He explored
this issue comprehensively, considering its implications beyond mereaiitysirhe founder of the
national school of ethnomusicology, Uzeyir Hajibeyli, illuminated the musicality of human beings
through his insightful remarks on the extraordinary creatve potential of people. He defined their role
as creators, critics, and canmers of the earliest songs and dance tunes. Alongside his insightful
observations of socioultural life and prolific musical works, these aforementioned tripartite terms
were quite helpful in explaining the complicated mechanism of folk music creatikigh can be
considered another universal aspect of music. U. Hajibeyli also made a clear distinction among
individuals and various peoples in terms of a degree of musicality, comparing some musical traditions
of neighboring Eastern cultures with eachet, as well as with Western musical culture as a whole.
His bi-musicality and biculturalism, a rare phenomenon at the beginning of the 20th century, were
accompanied by his numerous articles on the spoliical and cultural life of Azerbaijan and other
countries.Besides, he deeply considered questions regarding the interrelationship between talent,
skill and society, as well as the important role and responsibility of individuals in-soltiral and
musical development.

Keywords: musicality, creativity, folk music, talent, creator, critic, consumer behavior
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Introduction . Itiswellknownthat he st udy of human musical it
me¢zi kal i tdzL 'RUGd dgefis! ) has been one of the m

important tasks of ethnomusicology. The multifaceted problem has attracted the interest of a
number of social, humanitarian and biological sciences, too. Music researchers (A.P. Merriam, J.
Blacking, B. Nettl and others) have penetrated into the complekihe issue.

Human musical competence as a multifaceted concept, carries in itself different shadows of
meaning. 1. The universal cultural property of mankind as an important condition for the normal
functioning of the musical life of society. Extra-ordinarily talented individuals usually get
significant achievements in art forms. 3. The talent or gift understood in a broadest sense, can manifest
itself in various fields of human activity (both artistic and {aotistic ones), enabling to reveal
interplay of the notions talent, mastery and social progress.

J. Blacking convincingly proved thah u ma ns 6 mad ia anavérsaltingportance
expresmg the society's caradictoryviews on tle problem"My" society claims that only a limited
number of people have musical ability, but it behaves as if all pgmsgessed this capacity,
without which can not existmusical tradition the capacity to listento and distinguish sound
patterns"(J. Blacking, 1973:8).The second meaning of the notion quite, widespread among music
teachers and psychologist obvi ousl vy didndét interest J. B
who consciously marked this avoidance

The multifaceted problem has attracted the interest of a number of social, humanitarian and
biological sciences. Music researchers (A.P. Merriam, J. Blacking, B. Nettl and others) have
penetrated into the complexity of the issue

The USA scholar T.Rice explains the notion of musicality in such y WaMu s i c a | i
thisdefinitions does not refer to musical talent or ability; rather it refers to the capacity of humans to
create, perform organize cognitively, react physically and emotionally to, and interpret the meanings
of humanly organized sounds. The definitionuases that all humans, not just those we call
musicians, are musical to some degree, and that musicality (the capacity to make and make sense of
musi c) defines our humanity and provides one
Timothy, 2014:1)

Musical ability, one of the most necessary conditions of musical art is highly appreciated in
pedagogy and psychology, as well as among a wide range of music lovers. J.Blacking began to
explore the subject mainly as a universal cultural property of hueiagd; which was considered as
an innovation for the discipline, and tried to explain the concept beyond the positions of class struggle
and racial discrimination.

1. Uzeyir Hajibeyli as agreat ethnomusicologist

Before dealing with the topic of my paper, first, | would like to present Uzeyir
Hajibeyli/Hajibeyov (18851948) in a relatively new and very important area of his titanically
activity, pointing out to his unique role as an ethnomusicologist. Despite the fact that throughout his
life he lived in a nonNestern society (Azerbaijan SSR), with some exchsitie could create his
unique conception of ethnomusicology, which had been discovered only by the end of the last century

Beside it, since the very first decade of th& P@jibeyli was interested also in the notion
talentor gift in a broadest sense of the term, which he had related to@dtioal anthropology, a
strong basis for the second wing of the fiékdnthropology of musimuch later worked out by a
prominent figure of the field A.P.Merriam.
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Thus, despite significant differences among three térmasicality, musical talerdnd also
talentin general, Uzeir bey could consider all of them in the context of ethnomusicology and beyond
its scope.

If at the beginning of thee investigations Azerbaijani scholars were quite reluctant and careful
to compare him to the big ethnomusicologists of the West by the end our research we would like
underline the opposite statemembaybe it is the Westernengo are not comparable to Azerbaijan
ethnomusicologist.

Haj i beyl i 6s et hn acdtedly relaidd o ghe suljdct amdonetcodgbogy of
our report. However, ntroducing U. Hajibeyli as an ethnomusicologist can illuminate only a part,
and, in facta small part, of thenonumentathinking style of the outstandingartist.

Uzeyir Hajibeyli did not witness the new and historicédiydmarkterm ofethnemusicology
introduced by Jakop Kast in 1950 According to the common rules thew discipline invented by
Westerrrscould bewell perceived first, by foreign scientists

We hope that after the interpretation of this concept, which is one of the important pages for
the history of world ethnomusicology whole, the study of the topic will be clearer for all
specialists.Beside his incomparable talent he worked out some unusual qualifications. When U.
Hajibeyli was still young, he formed a-byiusicality and biculturalism, joining the concept of the
Eastern and Western music cultur€hus, in the UHajibeyli studies in addition toher serious
researchs and purely sentific definitions unusual metaphorical expressions such gsisiing
springand anicebergare also used, even these metaphors seem insufficient to reveal the genius of
Uzeyir.

However, due to the difficult anceluctant acceptance of the new science in the former
USSR, the Azerbaijaniresearcher as an ethnomusicologistd been acceptethuchlater, almost
forty years after his deatBy the end of th&ovietregime the talented scholdr. Kerimova, inspired
by the research ofl. Zemtsovsky about the academician B. Asafyev, alsme toprove the
ethnomusicoloigal position of U. Hajibeylibased on théogical argumentsThe new trendvas
continued by br followers (H. Adigozalzade, K. Dadashade, F. Khafl-zade andotherg, anda
highly honorable name as "the founder of Azerbaijani ethnomusicology" was loudly announced in
theA.HuseynovanonograpiMusic of Azerbaijan from Mugham to Opéra Huseynova2016:80).

At t he dawn recofgnitidthag an etengrhusianlegist T. Kerimova wréWhat
did stike me most was #it at many of the scientist's statements, observationsieanarks of the
scientist [Asafyevi F.Kh.] about the nature of folk musical art drew a direct analogy with the
provisions of Uzeyir Hajibeyov's concept of Azerbaijani folk mdsic.T. Ker i mov a, 1989

uU. H a js ipdsigon hsiad ethnomusicologist has been clarified through several stages.
This complexquestion had gradually been revealed starting with gtvé&king comparisongo B.
Asafyev(T. Kerimova 1989) secondly sociaktcultural problematics of national mugid.Adigezat
zade, 2008), thethe syncretism of Western and Eastern m&sidHuseynova2016]and a number
ofmysterious "codes" thatasexplaned by K.Dadastzade had led to thmcredible discoveries and
predictionsmentionedby us It should be stressed that wkhown ethnomusicologists from non
European countries, as a rule, had usually passed a good school in the universities of the West. Beside
it, according to B. Nettl, traditional musicians may also perform essentially rettsnological
activities in their national cultures without completing graduate courses of the field.

However,U. Hajibeyli neither studied in a specialized courses on this subject in question, nor
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became a master artist of orally traditional Eastern music. Despite these facts the independent
discovery of ethnomusicological rules by Hajibeyli are still attract a scholarly attention. Although
Uzeyir Hajibeyli's concept of ethnomusicology was creatddpendently, it resonates with a number

of ideas elaborated in the Western science, and is fundamentally different from traditional native
musicians who perform essentially ethnomusicological activities iFEuwapean countries.

u. Haj i beyl i as an out st andi musicalityohpumaner c ¢
beings, the issue of a prime importance for ethnomusicology. Moreover, in his works and articles he
di stinguished degree of musi cal competence an

book.

2. Uzeyir Hajibeyli and some aspects of musicality

In our paper | would like to mention all the possible aspects of the multifaceted concept
discussed by Hajibeyli in this or another walkiis matter was of a great importance to the outstanding
Azerbaijani composef her e i s one very important point ir
combination of two notionstalent and mastery. The notuon of mastery or skill was dicussed by some
almost a century later by J.Stock in his article on the music educatiorck].Z203).

Hajibeyli regarded the term not so nuch as a universal cultural property of all human beings,
but also distinguished degree of musical competence among peoples, which was absent from John
Bl ac ki nlgoiv $lusicad Mak7f the ultimate issue for the Azerbaijani scientist was to achieve
national progress through talent and skilteyir Hajibeyli take into consideration the highest degree
of the talent pointing out to idivine or extraordinary originK s t exddadhd(Godgiven talent)
and istedadixariga | a(expaordinary talen). Kn t hi s respect we woul d
similar notions used by John Blacking Genius and Musical genius. There is one very important
contribution in Hajibeyl i énmsa swoerrkys Ljpnuhsacelpeti )n ¢ | 1
to sociocultural progress of the nations and all human beings. This notuon was dicussed by Western
scholars in connection to musical educatbthe very start of the 21st century. (J.Stock, 2003)

Some of the mentioned concepts would be explained logically on the basis of similar or
relevant ideas by the author himself, which is quite admissible. especially if to take into consideration
Hajibeyli's very brief and condenced way of expression.Unddiybteusical ability ofindividuals

was also very significant for the composer, t
later, the social and ethical behavior of the ertidinarily talented persons also was mentioned in
Haj i beyli éds works

U. Hajibeyli took into consideration different meanings of the phenomenon tafent
understood in a broad sense. Since Uzmyts interpretations of that concept confiirat of all his
anthropological positionwe would like to consider the isstrem those perspectives. Beside it, since
the first decade of the $MHajibeyli was interested also in the nottafentor gift in a broadest sense
of the term, which might had been related to sacilbural anthropology, a strong basis for the second
wing of ethnomusicology anthropology of musimuch later worked out by a prominent figure of
the field A. P. Merriam.

Oof cour se, Uzeir Haj i beyl i as an outstand
musicalityof human beings, the issue of a prime importance for the ethnomusicdlog\great
distinguished also the degree of musical competence among peoples, which was absent from John
Bl ac ki nligodvsuslcal Man.

Thus, despite significant differences among three térmasicality, musical talerdnd also
talentin general, Uzeir bey could consider all of them in the context of ethnomusicology and beyond
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its scope

Quite conic comparisons ttie gpositemusic cultures of EAST&WESpeoplesincluding
their socieanthropologicatontent reveals the richness of thamseconceptBut this is not the end
T the clarification of the mutual relations between musicology and ethnomusicoémgyiar to
Hajibeyli perhaps evetheir integrationn his worksas well as other innovations, are still the tip of
the iceberg.

3.Uzeyir Hajibeyli On the Musicality Of Some Other Peoples

It is well known that the landmark work on the subjdotv Musical is Many J.Blaking
did not compare the musicality of the peoples and individuals. While some phrases used by
U.Hajibeyli such asit degr ee of the creative abilityo, s
neighboring musical traditions seem to be as an indicators of the musicality.

U. Hajibeyli in his article of 191®n the Music of Azerbaijani Turkgote that the traditional
music of Azerbaijanis is widespread among Caucasian peoples, who mastered it in their instrumental
performance on the string@@r andKamanchaby Armenians and aerophones Shadunnaand
O b aBalabanby Georgians. He wrot@Just as the Azerbaijani Turkic tounge is a common everyday
language in the Caucasus, Azerbaijani Turkic music is also a common emotional language here. What
puts our music in this magnificent position is its own virtue. And that virtue is the abilityaiceaw
various feelings in the human heart. o (U. Haj.i

Beside it, his long definition of Azerbaijan folk songd ma hnolidésanot enly their
artistic and aesthetical merits, but also one significant and subtle point abdagtke(italics - F.
Kh) of the nations creative ability. In this context it would be important to regard folk songs not
merely as a fruit of the creativity, but also to underline the degree of the musical ability or musicality
which must differ cultures from each other.

Concerning to the biological origin and social conditions of the giftedness in any sphere

U. Haji beyl i had a quite corr ecreatidoc h o(l AAzr.l yx ielxgl
the Arabicx i |)aégfets the biological nature of tih@entunderstood in a broad sense¢ hi t v p
Kpbraeam¥ironment and conditions woul d be nece
respect on the almost entirely absent of Eastern scholarship by hiswenmoauld like to bring in

your attentons ome considerations Why theA Eueopeb aadvpnaes i c
innumerable persons who do give by their intelligence and giftedness both material and spiritual
benefits to their nations? While our communit

untalented? Not at all, all of 8VesternersandEasternéré.Kh.) are equal by the creationi 1. g p t

But the conditions of our environment are not suitable to advance genjitisggoeyli 1985,iWe
dondt Know Our Own Wo r tXhioHhiokegard We wAulddike tocemido u | d
Hoodb6s intriguing, though not entirely correc:
author considered Western experts to be superior to their all colleagues from the\Easmsif the

latter ones are educated in Western universiiesording to the progressive methodological
approache; The American or French or British ethun
say, what he haducceeded in becoming through years of training, is capable of insights and
evaluation, as a transmitter of a nddestern music, which no Javanese, even with training abroad

with Western methods, could even dupligitettl,Bruno, 2005:However, the author did not
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provide a solid argument to prove his point of view. On the otherwamwdould like to bring in your
attention aforementioned considerations by Azerbaijani composer.

Outstanding musician could correctly define interrelationship of different musics and
| anguages and found appropriate expressions
cultural elements music and language. While Western researchers are gyiro@nicerned with the
protective functions and rarely dared to make a valid comparison among different cultures. The main
et hnomusicol ogistsdé attitude t owaridhssisohe poatr mu
of view, basically protective imature, that the music of other peoples of the world is much abused
and maligned; that such music is fine and worthy of study and appreciations; that most Westerners
dondot give it i1its due; and that scarn of othersyiapd t o
to explain and c¢ hampergam A. Pi: 1964w8)Tee peotedive tapke & s i b |
ethnomusicologists towards remote fleuropean musical cultures, not well known and alien,
discouragehem to compare traditions and detee them richer or poorer.

AOf course, just as it is not permissible
nation's language is good (it is permissible that the language of that nation is rich and that nation's
language is poor), it is also not correct to say thatdta music is good and Western music is bad,
or to cl ai fHajibdyleUzayip P06 19t e 0

By this reason for Hajibeyli comparison of neighboring musical cultures, such as Ottoman,

l rani an, Caucasian musics to Azerbaijani one,
is not in doubt we may find its creative ability higher. As alteabe composer could reach such an
essential feature of Azerbaijani music as  fazilet, Arabic wordy f#hichl Means ethical notion

virtue, rarely discussed in musicology

Conclusion. The outstanding composer and ethnomusicologist U.Hajibyli carefully
approached the various manifestationd of gifteddess, talent and competence in music.

1.Chmpioning the idea of the successful progressof national culture, U.Hajibeyli considered
the combination of higthevel extraordinary talent and mastery/skill to be anecessary factor. This rule,
in his view, would be valid in all art forms, including nasin order to achieve highly artistic
development. Naturally, it is also important for society to support the the gofted individuals and their
skills.

2. By the way, concerning thr talent in a broader sense, the notion of mastery or skill was first
introduced by U.Hajibeyli in the first decade of the last century. The contemporart Western scholar
from Britain J.Stock used the concept in his article osioal education a century later.

3. In some other cases,for examples, in the folk music creation and ceremonies it is necessary
for people to posses musicality, the ability to listen to and distinguished the pattern of
sounds(A.P.Merriam), first thoroughly studied by the renown Britisholac J.Blacking. In

U. Haj i beyl i 6s opinion the musicality enabl es
samples.

4. But unlike J. Blaking U.Hajibeyli drew some parallels also between various cultures
Ott oman. |l rani an and Caucasian peoplesd musi

conclusions on their degree of musicality.

5. The first Azerbaijani classic explained the widespread of his own native music among

neighboring peoples by the notion fazilet, which is the ability to express in music the various
feelings.

6. Hajibeyli was able to find more appropriate words and expressions to compare various
musical traditions, mainly neighboring ones. Referring to degree of creative aility rather than mere
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creativity, Hajibeyli belived that he level of poetic and musical creativity must differ significantly, it
seems that the point was quite clear for him.
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Note 1At the very beginning of the last centuagcording to A.Teregulovthe seminary
student Uzgr became an "unparalleled authority, critic, executive master in matters of Eastern
music and singing (...)] Chronicle Life2 p.9] Hajibeyli had justified this honorablémage
throughout his lifeHe was the leader of national musicology and ethnomusicglaging thefame
as the foundeof the both sciences in Azerbaijan. For this, he had to add his ingenious talent,
unparalleled way of thinking and persistent musical creativity to the knowledge and habits he
acquired in the music classes of thafdscaucasian Teachers' Seminary (1:2094)and shortterm
courses on the theory of music spent in Moscow (1911) and Petersburg conservatorid9(4%913
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THE GLOBAL MOMENT OF THE UYGHUR MUSICIAN SANUBAR TURSUN

The contactsandencounterbetweendifferent musicalculturesconstitutethe nodal points
of theglobalmusichistory network,referredto by Philip V. Bohimanas"global moments."In his
study of world music history, Bohiman identifies three key "global momértethnology,
missionaries andolonies,andworld expositions(2013). Theseaspectsfrom a macrchistorical
perspectiveserve as analytical tools for exploring the connectivity of global music cultures, offering
a narrative framework rich in ontology. However, weaving the historical tapestry within this
framework relies on the musicians and their musicking that navigatestiogical warp and wetft.
We often revere those AProminent Personal it]i
because their contributions illuminate the cultural peaks of a nation or community. These peaks are
not isolated cultural entities but kemunique and irreplaceable "global moments" on the map of
music history. Unlike the "global moments" highlighted in Westamtric music historiography,
exemplified by figures such as Bach, Mozart, and Beethoven, these individuals gain global
significan@ through transcending local experiences, crossing cultural boundaries, and connecting
to the global network via their creative performing activities. This rhestorical perspective is
essential for understanding global musistory. This papewill explorethe "global moments" i
community's prominent figures by examining the case of Uyghur musician Sanubar Tursun.
Renowned for her profourattistryanddeepconnectiorto herculturalroots,Sanubafursunhas
becomevital bridge between the local and the global. By composing music to the poems of Tagore,
Abai Qunanbaiuly, Sergiy Yesinin, and others, she not only celebrates the literary and cultural
heritage of various countriegras, and ethnicities but also createsa rich mosaic of musical
dialogues.Her work

exemplifies how an artist can transcend cultural and geographical boundaries, fostering a global
appreciation of diverse musical traditions and thus creating unique and irreplaceable "global
moments".

Keywords: traditional Crimean Tatar music, folklore, modern compositional techniques,
khaitarma, M. I. Khalitova, E. A. Emir, N. I. Amedov, J. E. Karikov
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EXPLORI NG THE ARCHI VES: AMI NA ELDAROVAGS C
AZERBAIJANI ASHIQ STUDIES

Abstract: Emina EldarovdbP mi n p  P]lwdsaanAzerbaijani ethnomusicologist whose
pioneering research of the ashiq [akéqg] tradi
by Azerbaijani composer Uzeyir Hajibeyli, she became the first specialist in this field, conducting
extensive fieldworkvith the last generation of ashigs trained by -f@viet masters. Her 1984
monograph, The Art of the Azerbaijani Ashiqg, remains a seminal work, which established crucial
terminology and methodological priptes. Her extensive fieldwork from the 1930s to the 1980s
documented the lives and works of ashigs who were still adhering to traditions that would be
significantly changed in the 20th century. For that reason, Eldarova's legacy extends beyond her
publications. She left a comprehensive professional archive, including fieldwork notebooks,
document collections, photographs, correspondence, and unpublished manuscripts. In 2024, Kamila
DadashzZadeh and Anna Oldfield launched the Eldarova Archive project. fidjegp is to catalog,
digitize, and preserve the archive so that it is available for study and research.

This article, stemming from the presentation "Exploring the Archives: Emina Eldarova's
Contribution to Azerbaijani Ashiq Studies" presented by Kamila Dadadbh and Anna Oldfield at
the 2024 Joint Symposium of the International Council of Music andéd@&tudy Groups for Global
History and Music and Music and Dance of the Turkic World in Baku at the Azerbaijan National
Conservatory, provides an overview of Eldarova's career and a preliminary survey of her archival
materials. By cataloging and preservihgr archive, the project ensures Eldarova's contributions
will continue to inform and enrich scholarship in ethnomusicology, folklore, and related fields.

Keywords: AK i q, Ashi q, Ashug, déh kg, Emi na EI de
music, Azerbaijani folklore, Azerbaijani epic, Bardic music, Living Epic Traditions, Azerbaijani
Musicology
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Article Text

One of the challenging issues in the humanitiey is the study of archival materiatd
scholarswho have made significant contributions to the developmentspkaificacademidield.

Emina Eldarova (1922008) was one of the most prominent Azerbaijani musicolodieesarchive

of Emina Eldarova is of interest in several respects. It is a valuable scholarly resource for Azerbaijani
and international researchers in fields such as Ethnomusicology, Folklore Studies, Turkic Studies,
and related disciplines.

The study of E. El darovads scholarly | egac
extremely valuable for understanding the development of ethnomusicology during that period. For
the first time, E. Eldarova presented in scientific and theoretical the rich musical and poetic
heritage of the Azerbaijani epic storytel@rthe ashigs. Her archive contains numerous reports from
folklore expeditions, extensive factual material, and manuscripts of her academic works. Many of her
scholarly ideas are uahble not only for the study of Azerbaijani ashigs but also for the exploration
of the epic traditions of other Turkgpeaking peoples.

EEEl darovads work is also of interest for s
USA and Azerbaijan in the migOth century. For instance, her report presented at the 7th
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International Congress of Anthropologists and Ethnographers in Moscow (1964) was described by
the American ethnomusicologist Alan Lomax as

General Characteristics

Emina Eldarova laid the foundations for the study of musical epic traditions in Azerbaijan.
Her diploma work, written under the supervision of Uzeyir Hajibeyli, was devoted to a serious
scholarly topich Compar ati ve Analysis of Ashiqg Art and

At the beginning of the 20th century, the cultural life of Azerbaijan was marked by the
establishment of new paradi gms. The study of
developed a comprehensive concept for the advancement of all areastodifani musical art. With
great foresight, he entrusted the scientific study of ashiq art to his student, Emina Eldarova.

I f El dardvVhésAbbohkf t hedemronstates her gomphtete coAcedt i q O
regarding ashiq musical art, her archive allows us to trace the process through which this concept was
formed. Below are several key fragments of this concept, illustrated with archival materials:

Scientific discovery of the ashignusicattheoretical system

One of El darovads major di scovedadsgemaefas t
musical and theoretical knowledge within ashiq art. Based on materials from her folklore expeditions
and interviews conducted not only with ashigs living in Azerbajatnalso with masters residing in
historical Azerbaijani regions of Armenia and Georgia, Eldarova established that throughout this vast
territory, despite dialectal differences, there existed a unified system of theoretical knowledge.
This system included the names of traditional tunes, information on the relationship between music
and poetry, a unique musical notation system, and detailed knowledge s#z@hmcluding the
names of modesandtuningsl | t hi s knowl edge was §&WMmmacakedr
Poetic Terminological Dictionary of Azerbaijani Ashigjs

This discovery convincingly demonstrated that ashiq art is professional indhatatds, the
entire body of knowledge is transmitted orally from generation to generation througbt#te
shagird(masterapprentice) system.

The problem of syncretism.

All the main scientific problems of EIldar o
One of these concerns the syncretic nature of ashiq art. For the first time in Azerbaijani scholarship,
Eldarova examined the interrelation between the pdetios of ashiq verse and the structure of
traditional ashiq melodies.

1. The systemethnophonic method.

Another important problem developed by Eldarova relates to the sgsterophonic method, later
proposed by Matsievsky in the 1980s. The essence of this method lies in the triad of instrument,
music, and performéra conceptual unity that Eldarova had aptted in her earlier work.

2. Scientific correspondence.
El darovads archive is also valuable for study
era. Among her archival materials are letters from prominent researchers such as V. Belyayev, Z.
Qippius, F. Karomatov, and others.

Conclusioni The Eldarova Archive
Eldarova pioneering research of thardic ashiq genre laid the foundations for the field
today. Her 1984 monograpfihe Art of the Azerbaijani Ashigemains a seminal work which
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established a crucial framework of structures, terminology and methodological principles for ashiq
studies. Her extensive fieldwork from the 1930s to the 1980s documented the creativity of ashigs who
still adhered to traditions that would be significargthanged in the 20th century. For that reason,
Eldarova's legacy extends far beyond her publications. She left a comprehensive professional archive,
including fieldwork notebooks, document collections, photographs, correspondence, and unpublished
manuscrips.

In 2024, Kamila DadasBadeh and Anna Oldfieldegarthe Eldarova Archive ProjeciThe
project is to catalog, digitize, and preserve archive materials so they are available for study and
research. This worlwvas competed in 202By cataloging and preserving this archive, the project
ensures Eldarova's contributions will continue to inform and enrich scholarship in ethnomusicology,
folklore, and related fields. This article stems from the presentation "Exploring the Archives: Emin
Eldarova's Contributioto Azerbaijani Ashig Studies” presented by Kamila Dadasieh and Anna
Oldfield at the September 2024 Joint Symposium of the International Council of Music and Dance
Study Groups for Global History and Music and Music and Dance of the Turkic Worldkin Ba
Azerbaijan at the Azerbaijan National Conservatory.

The Eldarova collection is unique and has no parallel: she was the only academic musicologist
who worked in this field from the 1930s to the 1980s, documenting an epic singing genre that varied
across regions while it was undergoing tremendous changeydba 26 century. Beginning in the
1930s, Eldarova worked with ashigs who had apprenticed witB@reet masters, and the traditions
she observed would never exist again: modernization, cultural change, politics, war, displacement,
and new technologidsgave all substantiallinfluencedthe genre.

Eldarova was a detailed, observatlmased scholar who wrote on all aspects of the genre,
from musical to literary to social. She interviewed and photographed the ashigs she worked with,
carefully recorded regional variations, documented methods ofngaapprentices, and compiled
verse structures used in epic, poetry, and verbal dueling. She noted and worked out variations of
scales, tunings, and musical qualities of both vocal and saz instrumentaiton, learning the terminology
that ashiqgs themselves dsather than forcing their music into an alien system. At a time when only
Western music was thought to have a developed theoretical system, she discovered that ashigs had ¢
complex orally transmitted musical theory that allowed them preserve musicahatiion over the
centuries.

Eldarova's meticulous documentation and insightful analysis have left an indelible mark on
the field of Azerbaijani ethnomusicology. Through extensive ethnographic expeditions and
meticulous notation, she documented the invaluable contributions of msisigs, documenting and
communicating an entire era of Azerbaijani musical heritage that will never exist again. At the same
time, she lay the groundwork for fieldwork and observabased methodology, documented a full
range of ashiq terminology, workedt the verbal musical system of ashig music and transmission,
and recorded many great masters for the national archives. In addition, the photographs of her with
master ashigs and her lifelong correspondence with U. Hajibeyli and other scholars, shfevothe
a beloved scholar who treated all with kindness and respect, and was respected in return. The Eldarova
archive, spanning decades of dedicated work, provides a unique window into the world of the
Azerbaijani Ashig and stands as a testament to lterrigrg legacy.
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THE ROLE OF PURLI SARYEV IN PRESERVATION AND RENEWAL TRADITIONS OF
TURKMEN DUTAR PERFORMANCE
Dutar performance is an important branch of folk afftunkmenistan. Having gone through

a long path of evolution, dutar music hasreachedour days,embodiedin simple compositional

structuresThe center of dutar performance is &feal region. The high level of skill of dutarists of
this school is evidenced by the developed traditional terminology, rich technique, as well as a huge
repertoire, including dutar cWbhésybMybamment
in the minds of their students the requirements of high professional excellence and the norms of
mai ntaining the fApurityo of the performing tr
to transnit the music of their fathers in the form in which they received it, and consciously contrast
their art with improvisation, characteristic of many eastern peoples.

A prominentepresentativef theAhal schoolistheoutstandinglutarandgydjakplayerPurli
SaryevHis father,thefamousSarybaghshyraisedthreesonsi Purli, OrazandNury, eachof whom
made a worthy contribution to the development of Turkmen culture. Purli Saryev went down in
historyasthecreatorof hisownstyledirection,whichis carefullypasseantoday,thatindicateshe
creation of an entire school of dutar performacd.i st i ncti ve quality of F
innovative approach to the works he performs. Strictly following the norms of mentoring, Purli
Saryev made changes and renewed the tradition. He brought something new to each performance:
a bright temperhythmicand melodicurn. Only askilled dutarplayer, who had reached tlewel of
a mentor, could afford such chang&ke master's inn@tive approach is manifested both at the
level of form and in performing techniquésuthor of numerous of his own opuses, the musician
during 30 years led an ensemble of folk instruments, which would later receive the name of Purli
Saryev.

Keywords: Turkmenmusic,dutar,instrumentahrt,schoolof dutarperformanceinnovative
approach, renewal traditions, Turkmen dutar mukams
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Introduction. Turkmen folk music is an organic fusion of two layers: folklore genres and
examples of oraprofessional performance. The bearers of then@fiessional heritage abagshy
andsazanda traditional singers and instrumentalists. The main instrument of the Turkrgehyba
is thedutar - a two-stringed lutdike musical instrument, images of which can be found on the most
ancient archaeological artifacts found on the territory of Turkmenistan. History has preserved the
name of a brilliant lute performer ofi¢ Middle Ages, he iBarbad Mervezi a native of Merv
(southeastern Turkmenistan), who gained fame throughout the East. Turkmen music researcher V. A.

Uspensky writes: Alt i s natural to assume t ha
fully formed musician, a virtuoso lutes, brought with him not only his instrument, but also a school
of playing it, developed in his homeland, whe

According to V. Uspensky, music for the dutar, the constant companion of the Turkmen
bagshy, is distinguished by a special, concentrated intimacy of its moods, harmonizing with the size
of t he Turilfeletent)whiclihsermes him and his family as a reliable shelter for protection
from bad weather [5, 69]. Being the successors of Barthe Turkmerbagshyand sazanda from
century to century improved their performing skills, captivating listeners with the power of emotional
impact, the richness aftistic images and the depth of the content of dutar music. The center of dutar
performance in Turkmenistan is the Akhal school, the most prominent representatives of which in the
20" century were Amangeldy Gonubekov, Kbhagshy Tachmamed Sukhangulyev, Mylly
Tachmyradov, Purli Saryev.

Purli Saryyev and the traditions of Turkmen dutar performance. The work of Purli
Saryyev (190aL971) is characterized by high professionalism, manifested in the subtle nuances of
the performed works and virtuoso performing technique. The works he performed, on the one hand,
were distinguished by strict stability (redongs of pieces performed by the mentor, made at different
periods of his life, are unchanged and verified to the second), on the other hand, the amazing
improvisational gift of the master ards ability to flexibly modify the structure of the piece,
remaining within the framework of tradition, led to the creation of an individual stylistic direction in
dutar performance, called tRaurli Saryyev school

The future musician was born into the family of the famous Sagghpan the village of
Bami Thanks to the extraordinary pedagogical talent and life wisdom of the father, all his sons
Purli, Oraz and Nury received good professional training @starists and gydjakchy(player of
gydjak) Sary bashy often took his sons to weddings, where they accompanied their father on the
dutar and gdjak, learning the basics of the craft and meeting famous folk performers. Thus, at one
of the celebrations, Purli Sgrev heard the famous dutari&tl bagshyperform and soon became his
prot®g®. Until the end of his |ife, the dutar
repertoire and the subtleties of craftsmanship to the young man. In memory of histfaiter, Purli
Saryyev composed higst dutar sazfiBagyshlanyas (fiDedicatior), in 1934.
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People's Artist of Turkmenistan Purli Saryev with dutar

(1970) and gdjak (1932).
From the collection of the State Archives of Turkmenistan
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Bagshy schools in Turkmenistan are located in all regional zones. Each direction is
characterized by its own performance features. In this series, the Akhal school of dutar performance
stands out for its special approach to the precepts of its mentors [1]isButdrthe Akhal school
perform complex, highly artistic pieces filled with grace and lightness. Distributing the dynamics of
development throughout the form of the dutar saz, they bring it to great culminations, which requires
skill and is honed btradition. The main requirement of dutarists of this direction is the preservation
and transmission of the performed dutar saz in the form in which they adopted them from their
mentors. Thanks to such requirements, the most valuable examples of dutadnamasieached us in
their original form.

The term "tradition” in folk music is usually understood as a historically established stable
transmission from generation to generation of accumulated cultural values. As V. Uspensky noted,
Turkmen music has not changed anything in its essence oventbee® New musicians appeared,
new music was composed, but these musicians composed only within the limits of traditional
compositional norms, without introducing anything essentially new into them. At the same time,
fidelity to tradition does not meatsithoughtless copying. The vitality of tradition is supported by its
limited renewal such is the general nature of musical art.

The pearls of Turkmen dutar music are dutar saz, which represent an abundance of genres and
forms. In the performance heritage of Purli Saryev alone, one can count over one hundred and fifty
folk saz. These include miniatures ("Maral geldi”, "Sallana" réggm dondi", "Naler gorundi" and
others), more complex pieces in terms of composition and performance ("Ayna", "Owadan gelin",
"Senem geldi" and others), largeale compositions ("Heserli", "Buduwilmen", "Uchradym",
"Hatyja", "Yar gara gozli"), as wellsaa number of dutar cycles ("Mukamlar”, "Gyrklar* and
"Saltyklar"). The word thukani was most likely borrowed by Turkmen dutarists from Azerbaijani
culture in order to emphasize the significance of individual saz. The teuopehi in Turkmen music
combines the concepts of genre, maturity and mastery. "Over time, the "Mukamlar” cycle took a firm
place in the repertoire of Turkmen performers of the Akhal school, and the word "mugam” in
Turkmen culture began to be used to define highest degree of ideologit and performing
perfection” [2, 223].

Purli Saryev's repertoire also includes pieces ("Khadzhigolak”, "Burnashak”, "Yandym") with
features of a muHpart cycle. "Khadzhigolak" alone combines four independent sections composed
by different authors. In addition to the dutar saz from the repebthe Akhal school, Purli Saryev
repeatedly turned to local performing directions. For example, using the musical themes of the Mary
(southeastern region of Turkmenistan), Balkan (western region) and Dashoguz (northern region)
velayats, Purli Saryeweated magnificent examples of dutar performance in the tradition of the Akhal

school (for exampl e, AKarar ol dumo, AKi chi o,
AHos h gal indi 6 and ot hers).

Having gone through a long path of evolution, the instrumental music of the Turkmen has
reached our days embodied in expanded composi

departure from the canon was often perceived as a violation of ths wdrartistic ethics. And yet,
works of canonical art had a full measure of aesthetic impact. Its mechanism is all the more interesting
because fresh artistic impressions are each time caused by a system and a combination of elements
that have long beembkwn to the listener, stable in their semantics and therefore predictable. The
breadth of the range of impact of such art largely depends on the talent of the pecfarneea t or 0 |
58]. At the same time, each dutar saz represents a clear structure iotonetv themes and
improvisational inserts, enriched melodically and rhythmically, can be woven. With an invariable
threestage nature, the compositional structure of dutar pieces is embodied in different ways. The
threephase nature of dutar saz, incluglisections of theme, culmination and conclusion, gives
grounds for many researchers to characterize this heritaggmasical art[3, 14].

A distinctive feature of Purlbaryev's style is the addition of small ligaments and cadences,
individual turns and sequences to the performed works, which gave dutar saz a genre update.

67



ICTMD -2024,Baku

Improvisational talent combined with brilliant performance technique distinguishes Purli Saryev from
other Turkmen dutarists. "Turkmendsdies are representatives of artistic music and sacredly honor
its precepts,” writes V. Uspensky, "thanks to which Turkmen music is, on the one hand, so unique,
and on the other hand, has been able to preserve its ancient traditions over the centuriesatt the

t i me, gshtcbnsideBlze task of their life and profession to be the transmission of the music of
therr fathers in the form in which they received it from them, and quite consciously contrast their art
with improvisation, which is so characteristic of many eastern peoples, for example, the Kirghiz,
Kal myks aBd5l.ot herso [

Purli Saryev most often updated nthematic musical material by modifying small
constructions and sections of dutar saz, observing the sequence of the canonical triad (theme
culmination- completion).In the performed works, the dutarist took into account the listeners'
demands, repeating turns that were already known or encountered earlier and mastered by the ear.
When repeating a thought, its structure and expression are more easily perceivedstandesails
are more clearly assessed. An impdrtatement of the improvisational renewal of dutar saz
performed by Purli Saryev are the sequences he introdwesnportant development factor that
allows enhancing the artistic and emotional expressiveness of a musical work. The dutarist revealed
the taracter and direction of the sequence links with his intonation manner; improvisational inserts
can be observed in the final sections of the dutar pieces "Kepderi", "Hatyja", "Naler gorundi”. In the
piece "Satashdym" not only individual elements of théooheare modified, but also an extended
cadence is added. Almost all the works performed by Purli Saryev use the technique of ornamental
saturation of the melodic line (for example, in the saz "St8heker"). At the same time, introducing
modifications ¢ the melody and structure of folk compositions, the Turkmen dutarist left thek three
stage dramaturgy unchanged.

For 30 years, Purli Saryev led the ensemble of folk instruments, which was later named after
him. The traditions laid down by the mentor are continued with dignity by his students and followers.

Folk instrument ensemble led by Purli Saryev (sitting in the cénter)
From the collection of the State Archives of Turkmenistan

As we can see, the reason for the viability of Turkmen dutar music and its compositional
structures in the Akhal tradition is that folk music, woven from a number of logical connections,
artistic images and concepts, finds a strong support in the forepeftedly repeated and therefore
well-known to the listener melodimompositional turns, generally reflecting typical, most common
forms of movement and musical thinking. Purli Saryev, using improvisational inserts and introducing
new nuances into repetiis, achieved a renewal of interpretation.

Conclusion The name of Purli Saryyev in the dutar performing tradition of Turkmens is
associated with the concepts of founder and innovator. A brilliant virtuoso, improviser, author of a
number of his own dutar and gidzhak saz, the master made an important contriouthe
development of traditional dutar performance in Turkmenistan. The performing style of the mentor
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is characterized by the methods of developing dutar music typical of the Akhal school, which,
combined with the improvisational talent of the master, bring dutar performance to a qualitatively

n
S

ew level. The folk saz performed by the dutarist, their geliwversity characterizes the entire
pectrum of the performing heritage of the Akhal school. Purli Saryyev widely, but very delicately

and organically, in moderation used improvisational methods manifested at the melodie, metro
rhythmic and performing leve| as well as in the specific development of pitch space. Based on the
foundations of performing art laid down by tradition, Purli Saryev filled it with his imagination and
improvisational gift, thanks to which each piece he performs is perceived astamergal
masterpiece.
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DEVELOPMENT DYNAMICS OF MUTUAL CULTURAL RELATIONS OF THE
WEST AND THE EAST
(BASED ON AZERBAIJANI MUSIC)

Thereareverywide culturalrelationsbetweertheWestandthe East(especiallyin themusic
field). Due to the fact that Azerbaijan is located in a region where eastern and western cultures
intersect, music has a great influence in this country. It is the purpose and mission of the work to
investigate and study the mutual influence and amgk of musical cultures.

The connection oAzerbaijani music with the music of théest and the East opens the way
for the study of many problems, which is one of the urgent issues facing modern musicology.

Thepresentedrticle explainshow thesassuesareinterrelatedn the following paragraphs:

1. Cultural exchange and integration: This exchange and integration can be seen in various
forms such aézerbaijani music, jazz and modern classical mugiese forms will be investigated
and submitted;

2. Effect and adaptation: In the structure of the composition the interaction of Azerbaijani
music with Western music will be explained;

3. Conservation and innovatiomhe innovative advances of thiéest in the cultural context
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and Azerbaijan's attachment to traditional forms create a global musical landscape. This dynamic
development will be shown in the article;

4. Global platforms. Digital technology and online platforms make it easier for musicians to
reach a global audience, but also raise issues related to copyright, cultural authenticity, and the
commodification of music. We will express our attitude to thigass

Researchingndstudyingall thesessueswill constitutethe scientificnovelty of thework.

Keywords: West,East,Azerbaijanmusic,tradition,reciprocity

Azerbaijan, due to its strategic geographical location and historical development, serves as a
bridge between Western and Eastern cultures. The interaction and influence of these two cultures
have played a significant role in shaping Azerbaijani cultuhe dynamics of these relations have
evolved according to different historical stages and spalitical conditions. The development of
these cultural exchanges can be observed in the following aspects:

1. Ancient Times and the Influence of Eastern Cultures:

Adoption of Islam (7th-9th centuries): With the spread of Islam, Azerbaijan became
integrated into Eastern cultural spheres. During this period, the influence of Islam became deeply
rooted in Azerbaijani art, literature, and philosophy. Key figures from this era, such as the renowned
scientistand poet Firidun Attar and the legendary poet Nizami Ganjavi, became central to Azerbaijani
literature and intellectual thought.

Safavid period (1618 centuries): During the Safavid Empire, Azerbaijan entered into
intensive relations with both the Eastern and Western worlds. Tabriz, the capital of the Safavids, also
established trade and diplomatic relations with Europe, and it was possible to see influences on
Wedern art in mosques and palaces.

2. Western Influence and Relations with Europe:

Russian Occupation and Relations with Europe (19th century)in the 19th century,
Azerbaijan became part of the Russian Empire. During this period, the influences of Russia and
Europe became more pronounced, playing a key role in shaping Azerbaijani culture. This connection
laid the foundation for modernization warious aspects of Azerbaijani society, including education,
industry, and governance.

19th Century Azerbaijani Literature: Western literary influences began to manifest in
Azerbaijani literature during this time. Notably, the influence of European Romanticism can be seen
in the works of Azerbaijani writer Huseyn Javid. The harmonious combination of Eastern and
Western elemestin Azerbaijani literature resulted in a unique literary and cultural synthesis, marking
a distinctive era in the nationds cul tur al hi

3. The Influence of the Soviet Era and Western Culture:

Soviet Period (20th century):During the time Azerbaijan was part of the Soviet Union, it
experienced the combined influences of both Eastern traditions and Soviet Russian culture. Although
Azerbaijani culture, art, and literature retained Eastern cultural elements, the periodnatbe sa
growing influence of Soviet ideology and certain aspects of Western modernization. The relationship
with Soviet Russia, as well as with experts from the West, played a significant role in the development
of Azerbaijan's gentific and technological sectors.

Intercultural Dialogue during the Soviet Era: Despite the dominance of Soviet ideology,
Western art, music, theater, and cinema found their place in Azerbaijan. The influence of European
music, particularly symphonic music, became widespread among Azerbaijani composers. The
translation and publicatn of classical Azerbaijani poets such as Nizami, Khagani, and Fuzuli in
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European languages sparked a greater interest in Western culture and literary traditions.

4. Independence Period and Intercultural Dialogue:

Independence of Azerbaijan (after 1991)Following its independence, Azerbaijan actively
engaged in cultural exchanges with both the East and the West. The country began to play a more
prominent role in promoting intercultural dialogue and cooperation. -Spatesored programs,
international eents, and global cultural exchanges strengthened Azerbaijan's position as a bridge
between Eastern and Western cultures.

Cooperation with the West: Azerbaijan's relationships with international organizations,
particularly the European Union and the United Nations, grew stronger. Western influence became
more evident in Azerbaijani art, particularly in the realms of modern art and culture. Cultural
exchanges, including art exhibitions and festivals, brought Azerbaijani culture to a broader
international audience, while simultaneously enriching the nation's own artistic landscape through
greater exposure to Western culturahtte.

5. Intercultural Synthesis:

Harmony in the Culture of Azerbaijan: Azerbaijan is a prime example of intercultural
synthesis, where the harmonious blending of Eastern and Western cultural elements has resulted in a
rich, multifaceted national culture. Situated at the crossroads of East and West, Azerbaijan has
successfull integrated the best aspects of both worlds. While classical Eastern literature and music
are central to Azerbaijani culture, Western art, philosophy, and modern cultural concepts have also
left a significant imprintBaku, the capital, has become a vibrant center where Eastern and Western
cultures converge, symbolizing the fusion of diverse traditions in Azerbaijani society.

Cultural Relations Between East and WestThe development of cultural relations between
East and West has been a complex, dynamic process throughout history. These interactions have
evolved through various stages and have produced both positive and negative outcomes. As discussec
in this work, umderstanding the stages and dynamics of these cultural exchanges offers valuable
insight into how they shaped Azerbaijani culture and identity. The interplay between Eastern and
Western cultures has contributedtoeAz b ai j anés di stinctive cul tur e

Similarities and Differences Between Eastern and Western Cultureg&astern and Western
cultures, though distinct in many ways, share common traits that have contributed to the global
exchange of ideas. Eastern cultures are often regarded as the origin of many foundational elements of
world culture, including philosophyart, and science. However, it is widely recognized that many
technological innovations, particularly during the modern era, have originated in the West, leading to
the perception of Westenulture as dominant in certain spheres, especially in terms of technological
and industrial advancements.

Musical Art and Cultural Synthesis: One of the most vivid examples of intercultural
synthesis is found in the development of musical art. The evolution of music in Azerbaijan, as well
as in many other regions, has been marked by the fusion of national traditions with global musical
influenaes. The active absorption of both Eastern and Western cultural influences has led to the
creation of new musical forms, genres, and styles. Eastern and Western musical traditions have
interacted in diverse ways throughdstory, creating a rich environment for mutual learning and
creativity. This crosgultural exchange has further enriched the musical traditions of both cultures,
leading to a deeper, more complex understanding and appreciation of music as a uniggrzgéla

Through the synthesis of Eastern and Western influences, Azerbaijan has cultivated a unique

71



ICTMD -2024,Baku

cultural identity that reflects its historical role as a crossroads of civilizations. The development of its
art, literature, music, and philosophy illustrates how the fusion of diverse cultural elements has shaped
Azerbaijan's national character and ciimited to its vibrant, evolving culture.

Researching, studying and researching the goalitical and cultural changes that took place
in the world in the 20#21st centuries had a great impact on our independent Azerbaijan. In this
respect, intercultural interactions lead to the realizatiomemfessary tasks. The people also get
involved in these processes and become its direct participants, but the extent to which the people are
ready to accept it in this globalization process can be questioned, but only highly cultured peoples
can accept thesprocesses and make them their own.

We also tried to study the comparison of Eastern and Western ways of thinking about culture
on the example ofzerbaijan andconducted research to determine both the similarities and
differences between Eastern and Western music at the end of the 20th century and the beginning of
the 21st century. This also helped us determine the dynamics of the development of Azerbaijani
cultural relations with the West.

Azerbaijani musical science has been integrated into Western countries since the Middle Ages.
The works of the outstanding musicologist Safiyeddin Urmavi, who lived in the 13th century, are
used in the study of musical systems in the West from that titiletagay. His works are kept in
Istanbul, New York, St. Petersburg, and London museums. These works were translated into French
by Bernard Carat de Vaux at the end of the 19th century and were used as textbooks on music theory
in many universities in Pai Later, after studying the original and translated versions, the English
researcher H.G.Farmer came to the conclusion that S.Urmavi's greatest contribution to the science of
music theory was the creation of a systematic theory [1, p.71].

This connection and dynamic of development could not pass without affecting the culture of
East and Azerbaijan, especially in the 20th century, the formation of professional music of Azerbaijan
was related to a number of specific conditions. Another inimvéhat emerged in Azerbaijan in the
20th century, along with national music, is Europegte professional music. These developed both
independently and in parallel. Azerbaijan, as a country with a centiddsstory, has become a
subject of the moeln world and preserved its historical and cultural environment, thereby preserving
its national identity. This has brought the cultural heritage of the people to the fore in a modern form.
These works that preserved traditional mugham melodies and thetuse, enriched them with
expressive means specific to modern writing techniques, and created a classic orchestral arrangement.

When talking about the interaction of Western and Eastern music in Azerbaijan, it is necessary
to mention the great role of Uzeyir Hajibeyli first. At the beginning of the last century, the genius
Uzeyir Bey, who laid the foundation of Azerbaijani professi music and combined Azerbaijani
musical traditions with Western musical elements, laid the first foundation of this work by creating
the opera "Leyli and Majnun".

Uzeyir Hajibeyli played a great role in the development of Azerbaijani music education. The
composer has always been thinking about the issue of music education in Azerbaijan. He answered
the question of whether it is necessary to study European musgicinhar t i cl e Al ssues
of our musico and thus explained how i mportan

Since the last century, our composers, continuing the traditions of Uzeyir Hajibeyli, have
combined our folk music and mugham traditions with modern musical techniques, creating dozens of
valuable works- opera, symphony, ballet, romance, chamber works, teey wrote. We would
especially like to mention symphonic mughams. As it is known, at that time, our outstanding
composer Fikret Amirov laid the foundation of a completely new genre in world professional
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composer music with his symphonic mughams. It was these works that preserved the traditional
mugham melodies and their structure, and enriched them with means of expression specific to modern
writing techniques, and created a classical orchestral conguositi

The modal structure of national music and the tiwaaled structure of Western music have
brought new criteria to both national and Western music. The synthesis of Eastern and Western music
has led to the emergence of our traditional music in a new patypbtucture. As an example, we
can show the dGhawnmisi Hi€lobm) i bedm (he opera fAKor
artist used classical polyphony very prominently. Also, examples of "Arazbari", vocal and piano work
of folk songs, operettas dmther works can be given. Followers of the Uzeyir Bey school, who gave
a large place to polyphonic forms in their works, have always used these traditions.

Already in the middle of the 20th century, many new styles emerging in Western -music
neoclassicism, dodecaphony, avgatde and othersbegin to manifest themselves in the works of
our composers. It is no coincidence that Gara Garayev, who participaberlinternational festival
held in Los Angeles, United States of America in 1961 and applied these systems fundamentally in
his wor ks, ex pr es s e dWetuaie fifty yeanphelins héenro h 6 ] an Af sai d
composer began to study Wes musical systems and new technologies.

Professor Zumrud Dadashzade writes in her
garde technol ogi es inthe fissizhalfrobtleei6Qsaas a resuiuos thecceative fi .
efforts of G. Garayev, the replacement of the aestsgtle paradigm in Azerbaijani music takes
place. It should also be noted that two works createdin1968 i f Mal i kov' s A Met a
Khayyam Mir z a-f 8-dlkearlpgshdwkhe teralgnsies of renewing the musical language.
Firangiz Alizadeh, FarajGarayev, Ismayil Hajibeyov, Javanshir Guliyev, Rahila Hasanova and
others who came to art in the 70s. mastering the arsenalamtgarde technologies, everyone
participates in the process ofiléBlenewal i n the

Since the last century, our artists have made frequent tours to foreign countries, thereby
playing a major role in the promotion of Azerbaijani music in the world. Fikret Amirov writes in his
article AMemofRThe ebuBdgbandbhe tar became mor
day... It even happened that the BBC radio and television company showed great interest in the
ancient musi cal instrument of Azerbaijan. At
mugamo, nRnAy qéz,p aiyK¢ag &4 parmparmsdiéerstp pvmi Kp mo accol
millions of listeners and viewers were able to get acquainted with the folk music of Azérbaifjar3 |,

p. 116].

I would like to talk a little about jazz music. As is well known, jazz music originated in the
United States with a deep African musical tradition. The roots of Azerbaijani jazz are based on
mugham and improvisation. Vagif Mustafazade and Rafig Babayefotimders of Azerbaijani jazz,
created the unity of classical jazz and added interesting improvisations. Baku International Jazz
Festival is held in Azerbaijan every year. Interest in this music genre is very high and the festival
attracts composers, perimers and other professionals from all over the world.

In modern times, there are many of our performers who represent Azerbaijani jazz not only in
our country, but also in the whole world: Aziza Mustafazade, Salman Gambarov, Emil Afrasiyab,
Rain Sultanov, Shahin Novrasli, Isfar Sarabski, Natig Shirinov ardrdoof others.

If we talk about Aziza Mustafazade, the relict of Vagif Mustafazade, among our jazz
performers, we should note that the main source of his jazz compositions is, of course, mugham. But
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the artist does not use mugham in its traditional form, he combines mugham with other forms such as
classical or avang ar de musi c. I n 19914, Azi za Mustafaza
Prizeo, the most presti gi ougy.Inadhe aamd year,rhe wohthe f i €
AEcho Prizeo from ASonyod for his 2nd CD al bur
great admiration throughout Europe.

Another famous jazz singer of the modern era is Emil Afrasiab. With his interesting and
memorable performances, he performed on famous stages not only in our Republic, but also in
different countries of the world Germany, France, Italy, Austria, the Cladgepublic, the USA,

Japan, Belgium, Russia, Ukraine, brother Turkey and other places, and he is still performing today. .
His repertoire includes classical music, jazz, original works that are a synthesis of mugham and jazz
music.

| should mention that in 2013, Emil Afrasiab studied at the Berkeley College of Music in
Boston (Massachusetts) with two majer§azz composition and performance. Currently, teacher
Emil is doing great work on the issue of including Berkeley jazz musicatidn in the educational
system of the Azerbaijan National Conservatory.

In 2011, the artist who was awarded the honorary title of Honored Artist of the Republic of
Azerbaijan, Abdull ah I brahim, took a master ¢
performer himself gives master classes in different countries.

Popular music, which is one of the most widespread types of music in the world today in the
West, has not left an impact on the development of Azerbaijani pop music. Azerbaijani popular music
combines various genres and styles, drawing inspiration fronothry's rich cultural heritage. The
Azerbaijan National Conservatory plays a major role in training young specialists in this music genre
in our country. So, the department of HAPopul a
this educationalnistitution for several years. That department is headed by Emil Afrasiyab, and the
department employs professional performers who have been engagedlavblgtage activities for
many years. Here, they teach students stage culture and other suébabasss of this art along with
performance.

We would like to specially mention that one of the most important institutions with which
Azerbaijan has cultural relations with different countries is the UNESCO organization. Azerbaijan
has been closely cooperating with UNESCO since the last centulyirBa867, UNESCO released
2tapesand2audmassettes of Azerbaijani mughams from
series [7]. At the same time, mugham, which is considered the classical music of Azerbaijan, was
recognized by UNESCO in2008amd¢ | uded i n the ARepresentati ve
of Humanityo. It should be noted that the c¢omj
title of AArtist of Peaceo by UNESCO inemnm2007,
and Western music in modern times.

Also, cooperation with organizations such as ISESCO and ISTMD is of great service to the
development of education and dialogue between civilizations. Azerbaijan has been a member of
ISESCO since 1991. Since that year, the close relations establishediwitirganization have
expanded further after the first lady of Azerbaijan, Mehriban Aliyeva, was named ISESCOQO's goodwiill
ambassador.

In 2006, the ICTMD Research Group on Turkic World Music was established under
UNESCO, and Azerbaijan joined this group. This organization, which our country is a member of
the International Council for Traditional Music and Dance, is a scientific arg@om that aims to
continue studying, applying, documenting, preserving and spreading the music and dances of all
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countries. Since 2006, our musicians who are members of this organization regularly participate in
the organization's events held in Azerbaijan and other countries, and closely cooperate with musicians
from other countries.

Various international events are held in our country. Gabala International Music Festival,
Shaki Silk Road Festival, International Mugham Festival, U.Hajibeyli Music Festival and dozens of
others, musicians from both poles participate in these festivdlaranable to further expand these
relations.

At the same time, Azerbaijani artists participate in a number of contests and competitions held
in Europe and the United States. As is known, Azerbaijan participated in the prestigious Eurovision
song contest since 2008, winning the first prize four yiedes and hosting the contest in 2012.

Of course, such events are very important and necessary in terms of promoting Azerbaijani
culture all over the world and establishing close cultural relations with foreign countries.

The cooperation of Azerbaijani musicians with European and American recording companies
is an important topic in terms of the development and recognition of our music at the international
level, in addition to expanding their career opportunities. Thasleacultural exchange and presents
local musical traditions in a new context. Already at the beginning of the 20th century, dozens of
mughams, kassin, folk songs and airs performed by many of our artists were recorded on the
gramophone shaht® of EGudmoph RR&KtoedadoofofF Wams
other companies.

Even today, Azerbaijani musicians, especially those active in modern and traditional music
genres, cooperate with various recording companies. The contract signed by honored artist Isfar
Sarabski with the American recording label "Warner Music Group" ambred artist Sevda
Alakbarzade with the German company Network Medien played a role in presenting our music to
listeners in Europe and the United States.

Also, a number of our members performed duets with-kredlvn Western singers. For

exampl e, Al" m your Goddesso by Alim Gasi mov W
Aygun Kazimova with famous star SnooKelyDayagg, Al
by Tunzala Aghayeva, Al m freedo by El dar Gasi
Nagiyev's song fiRain of Hopeo with French sin

In modern times, our singers share their songs on popular digital platforms such as Spotify,
Apple Music, Deezer, and bring the popular music of Azerbaijan to a wide audience.

Azerbaijani traditional music has always attracted the attention of foreign musicians.
Therefore, even from across the ocean, a number of musicians come to our country to study
Azerbaijani music. The first example of such musicians is the American tar dlefyrey Verbock.

The musician, who shows great interest and love for Azerbaijani mugham, has been coming to
Azerbaijan regularly since 1989 and has learned to play the tar. He repeatedly gives mugham concerts
in America and many European countries arahyptes our national music.

One of such musicians is Mark Eliyahu, a werdthowned kamancha player, born in Israel.

He lived in Azerbaijan for some time to learn the kamancha instrument and mughams and took lessons
from our outstanding kamancha player Adalat Vazirov.

Also, holding international projects between countries has a great impact on the development
of Azerbaijan's i nt eNhendalkingpaboatlsuclt projects)itisanecessaylita t i
emphasize the name of People's Artist, professor Siyavush Karimi. Under his leadership, a joint
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concert of Latin American and Azerbaijani musicians, founded in 2002, was held on the basis of the
ATrans Atlantic Non Stopodo project. After that
recorded in the recording studio named after Rafig Babaged in 2002006, it was developed for
synthesis in that studio. Let us also bring to your attention that this project, which was realized for
the first time in Azerbaijan in 2002, was later presented in Stockholm, the capital of Sweden.
Accordingtote contract signed with the Norwegian ¢

the obtained music numbers were included in t
nonst opo in the same year, and i n Awusiilc 2/0V@or7r |
Al bums o o {5 pMEIRBO wo

Il would I|Iike to mention one morThengxtwgeetct p

is the pr-ldglead pPpSapamed by Siyavush Karimi to
and South America with the group AAltiplanoo.
concert organized by the Ministry of Culture amdurism and the National Conservatory of
Azerbaijan, the synthesis music performed by
Azerbaijani musicians created a great response.

Another project we will talk about is about Azerbaif@orwegian cultural relations. There
are close cultural ties between these two countries. One of them is the musical project signed between
Azerbaijan and Norway in 2001 at the initiative of SiyavugahhKi mi . Thi s i s t he pr
came fvhomb was jointly organized by the Nor wec¢
(5, p. 270275).

In addition, we can mention that Azerbaijani artists teach our national music to foreign
musi cians in fAimasterclasseso regularly organi
such performers, we can mention people's artist Munis Sharifov sposf@dbbasgulu Najafzadeh
and others.

Thus, while preserving its traditional forms, Azerbaijan also feels the influence of Western
culture. As a result of cultural integration, some innovative elements have found their place in the
culture of Azerbaijan. At the same time, Azerbaijan’s rictitiGns and national values, along with
these innovative influences, help preserve cultural diversity and identity.

These two different approaches provide a fascinating picture of cultural exchange and
development, as well as how different cultures interact and merge.

From what has been discussed, it can be concluded that, in the case of Azerbaijan, the mutual
relations between Western and Eastern cultures have evolved throughout history, leading to the
formation of a rich culture that combines the influences of both.

REFERENCES:

1. Farmer H.G. The Sources of Arabian Music. An annotated Bibliography ofArabic Manuscripts
which deal with the Theory, Practice and History of Arabic Manuscripts from the Eighkte to
Seventeenth Century. Leiden, 1965. 71 s.

2 Dadakzadp Z. A. "Azbrbaycan musigisindbp avang
d¢nyasenpzpeli mimbpcecmubp) . Azbr baycan D°viobDt MbD d D
2010, XI X biueeaxeéel éxk, s. 162

3.cmirov F.C. Musi qi d¢kenebpl ori. Bakeé: AzbDr ba
4. Hacébpbpyl i l.c. Se-il mik pbpsbporlori. Baké: Yaze-

76



Echoesof Heritage: Navigating the Legacyof Music and Dance

5. Qulamova JEASi yavuk KbprimininoimkSEMEKkBEYNal xalagi i
comi yyotgi ®ds8ya Konfranseée TzZ0 ki pglnyageldt uBain
s.27G 275

6.VpDf a Baj ér z a dhtps:/dveraha.lwadpress.comn/2016/04/11/dodekafoniya/
7.SSRK d°vr ¢ n dttps:/mmescé ar/azipbgésicooperasonietera

IAO2 LEGACY, PRESERVATION, AND CHANGE OF MUSIC AND DANCE
TRADITIONS

a01l. Loss, assimilation, and transformation of traditional heritage CHAIR: LALA
HUSEYNOVA

REZEDA KHURRMATULLINA

AssociateProfessor,

PhD Kazarederal

University
E-mail: rezedaxurma@yandex.ru

TATAR TRADITIONAL SPIRITUAL MUSICAL CULTURE: LEGACY, PRESERVATION
AND CHANGE
Among the most ancient genres of Tatar folklore, a special place is occupied by munajat,

whosepurposenasto form deepreligiousfeelingsfor the canonsof Islam. Munajabegarto spread

among the Tatar people from the 1Qttth centuries, when Islam became the only state religion in
VolgaBulgaria.Theperformancef munajatamongthe Tatarsof theVolgaregiontodayis aliving

tradition that corresponds to such parameters as traditionality, variability, orality, locality,
inclusiveness and syncretism. Variability is manifested in the fact that the same tune sounds
differently for each performer. The tradition of perforgnimunajat is typically oral, hence the
variability andpeculiaritiesThesignof locality is foundin theregionaltradition,whichis limited by

certain boundaries, has its own set of tunes, its own ethnographic features. At the same time,
inclusivity asinvolvement in the process meant inseparability, the absence of barriers between the
performer and the listener, and syncretism was expressed in the connection between words, music
and action.

However, this tradition also undergoes various changes and innovations associated with the
influence of time. We will look at some of them in more detail using the example of the religious
Maulid Bayram in September 2023.

Keywords: transformation, innovation, Tatar traditional music, spiritual culture, munajat,
Maulid Bayram

Introduction. Interest in the study of Tatar traditional spiritual musical culture in domestic
musicology is associated with the era of perestroika and the process of Tatarstan gaining sovereignty.
As G. Sayfullina rightly notes, the history of the study of Tatar naiegjoes back no more than four
decades [1]These are mainly works that consider munajats in the context of folklore (works by M.

N. Nigmetzyanov [2], R. A. Iskhakovdamba [3], Z. N. Saidasheva [4], Y. M. Girshman [5], etc.).
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¢cMeanwhile, the understanding of this genr
Tatar, including folk, culture and was based on thelpkmic literary classical tradition, which was
still strong among the Tatars at the beginning of the t@enth ¢ ¢lh Religioys@enres of Tatar
folklore became the subject of study at a later time, for example in the dissertation research of A.Kh.
Sadekova [6].

Among the studies of religious holidays of the Tatars and their musical and poetic
accompaniment, the most valuable for us is the dissertation work of M. Shamsutdinova, in which she
writes about the works that were customary to be read among the Tatagsthemonth of Maulid,
in particular, about the poem of the Turkdit t o man poet Sul eimabi Ehale
the role of ¢Maulid Bayrame and ¢Maulid Kitab)
the author emphasizes that tleenpilers of the Tatar version of Maulid used a lot of literature, which
belonged not only to the pen of Suleiman Chelebi, but also poems by Yunys Emre, Gabdulla Tukay,
Majit Gafuri, and poems with religious content by other authors [7].

Imam-khatyb of the Apanaevskayao s que N. Sabirov i ndescrives boo
in detail the procedure for holding the modern Maulid Bayram, names those munajats and salavats
that are performed during the holiday, describes the closing prayer in[detail

The book ¢ Mun abyl Khasnallin[€] indudes the |argest collection of Tatar
munajats, including those dedicated to the Prophet Muhammad. Particularly valuable material in K.
Khusnullinds collection are musical exampl es

Moderncollectonsof audi o recordings ¢Mokatddgl¥) Ahen
include Tatar nasheeds and munajats praising the Almighty and the Prophet Mathasmwell as
spiritual songsin addition, the surge of interest in the spiritual heritage of their people observed in
recent years as a way of confronting the collapsing world was reflected in the variety of a huge number
of editions of modern works of Tatspiritual music and poetry

Among the researchers who examined the process of development of the Tatar munajat genre,
as well as the features of its transformation, the work of G. Saifullina should be ciotede
twentieth century, the repertoire of munajats included ... various musical and poetic forms, one way
or another connected with religious themes, regardless of the structure and functional purpose. ...
glorification of the Prophe Mu hammad ( madhi ya, s al andvfaréewgl,to ¢ gr e
the holy month (Elvidag)exts representingaiks i n t hei rl ns tardudcittuiroen,, efittce
standard melodies and book tunes, tunes of a foreign genre, song nature begin to sound, which allows
us to talk about the transformation of the genre, its transformation from a lyrical form of purely
religious content into a fycal form of a wide range of themes and moods and bringithgsércto the
song tr fdV. Yunusava noteséhe process of revival of ancient genres of spiritual musical
culture, both in authentiform and in the work of modern Tatar composktgRashid Kalimullin
(cElvidage-f ar ewel |l to the holy month of Ramadan,
received the State Prize of @adtan for the choral concegslunajatye and¢cAvyl koileree (Village
tunes); Masguda Shamsutdua, who wrote, in particulagKorban Bayrane (1992) andgMaulid
anNabiye - an oratorio for reader, choir, soloists and instrumental ensemble (recorded in 2006).

According to M. Abdulaeva, the maulid became a platform for creative phenomena in the
field of sacred and religious music and inspired the emergence of a pop variety of religious song,
which organically joined the space of mass musical culture thanke tase of modern computer
technologies for processing musical so{ih?].

Traditions of celebrating Maulid Bayram among the Volga Tatars. In addition to Maulid
Bayram, the festive culture of the Tatars includes such Muslim holidays as the Festival of Sacrifice
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Kurban Bayram and the Festival of Breaking the F&stl atAdha. If the rituals of Ramadan are
strictly canonized, then the rituals of Mawlid were characterized by greater flexibility.

In the tradition of Muslim Tatars, until the 21st century, this holiday was usually celebrated
in a homely, intimate setting, in contrast to mass celebrations in Islamic countries (Turkey, Egypt...).

Numerous books about Maulid and the biography of the prophet, which were published in the
old Tatar and Arabic languagasd widely distributed among the Tatars, indicate that our people had
a tradition of celebrating Maulid. Tatars gathered in mosdisésned to stories from the life of the
prophet, remembered him, some of them devoted a whole month to reading the Sira (biography of
the Prophet Muhammad). It was a wonderful occasion to remember the prophet and his greatest
mission.

In Soviet times, the Tatar holiday of Maulid was most often associated with a festive feast
(thee i s even a correapbobwne] nbi nameal)@apdhichi nmidlg o f
women gathered, among whom Abystai, the leader, plays a special role religiout)sitizly, she
brings with her the Koran or individusalu r as and ¢ \pablichtiors th&t,ias aaruley heave
been preserved and passed on from generation to generation.

The 21st century has brought its own changes and innovations to the dramaturgy of the
traditional holiday. Thus, the modern Mawlid (Maulid-@aibi) is usually a solemn meeting at which
the prophet is remembered, the Koran is read, sermons are deliveged)\vpaaise is given to Allah
and his messenger (salavat), stories about the unusual life of Muhammad are heard, and religious
songs are sung. (munajats, nasheeds) and hold various competitions (including poetry). Often
everything ends with a joint teanha Meetings of fellow believers in various formats are held in all
corners of the republic; Kazan mosques invite everyone to watch films, participate in video
competitions and quizzes, and listen to lectures, including for children.

Events in honor of the Prophet's birthday are held throughout the month, including a thematic
Majlis. For example, in th&azan Yardam Mosqueavhich specializes in working with people with
disabilities, before the night yashamaz (isha), imams give lectures in which they describe the life
of the Prophet. They tell stories of his prophetic activity, as well as extraordinary events and miracles
that occurred duringthe greatsms i on of Al |l ah' s f ane beldi Theeholidag,n d ¢
of course, alo has an educational function. As part of the holiday, mosque ministers hold various
competitions on knowledge of the life and prophetic mission of Muhammad, competitiong amo
chil dren forThehei besbf et hay,RudeqgdmpdttiorMorltha besta d
vid@bydp | | ove the Peatcofl8lhet Muhammad?e

Traditionally, the annual Republican Mawlid is held in Bolgar (Spassky district) at the site of
the Bolgar Islamic Academy (BIA). The holiday traditionally ends with a Gala Concert of the winners
of the competition of performers of works of spiritua her i t age of t heinthat ar
nominatiors Pe&rformance of works of oral folklag€munajats, bayitepic dastans, prayers, dhikr),
¢cPerformance of samples of book literary heritage( ¢ Ky i s s ai Yusuf-Bashkd&8ed.
et cRepdinghg Quraninhe tradition of the Tatar magame

Tatar munajats dedicated to the holiday of Maulid Bayram.Among the genres of Tatar
musical folklore associated with the Maulid holiday, munajat is of particular interest, whose purpose
was to form an emotional and personal attitude, deep religious feelings towards the canons of Islam.
Among the religious mundf there are those that are dedicated to the Prophet Muhammad (peace
and blessingsbeuponhim They form a separ ate cTheDeahof ¢ On
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t he Pr op heandothers. Slaey talhalaott éhe life of the great Prophet Muhammad, praise
his devotion to Allah, asceticism, service to his people.

Munajats that tell about the human qualities of the Prophet are papubaig the people, for
exampl e: ¢The Pr opThese munajatsiell abouphbvahe Wwas abte é.respond to
ot her peopleds sorrow, was merci ful and very
Prophet is described, when he, seeing a sad orphan, asked him about his sorrow. The child answerec
tha he had no parents, so there was no one to ride him on a camel (horse), as other children do. Then
the Prophet (peace abtessings be upon him) put the child on his back and began to play with him,
showing parental tenderness. Such edifying pictures from the life of the Prophet are passed down
from generation to generation, encouraging people to follow his life example.

Alsowidely knownis he munaj at ¢,Mhichis spokénpohrodsferentéersions
among the people, but all the texts are built in the form of a dialogue between Allah and the Prophet.
It is easy to memorize, as it is written in simple language to give instructions to people on how to live
in order to get to the eternal Paradise.

In this religious cycle of munajats, works bearing the names of verseshiedQutan are also
widespread ¢ We have sent downe (t hé. Heraitisssaidthdtthplrte o f
who reads this prayer will stand in the same ranks wit he Pr ophet s. I n the
it is said about the sura ¢Opening the .Qurane

Mu n a jMaut i,dedicated to the birth of the Prophet Muhammad, differs from others in
its volume and large number of words and phrases borrowed from Atals@n languages. is
written i n t hgArapiemame uniichtion} formedhniEdséern literature. First, the
unity of Allah, His great justice, His love forthew | d a r éirsipl sag ikrsvithdhe nage of
Al'l ahe and only after t bagstthe authorpcalliogoa etltbers toao tleen o t
same. He lists thgreat deeds of Allah mentioned in other munajats. Only after several repetitions of
the idea that only the Almighty created the world from nothing, the author promises to tell one
covena t and r et urMaswuide io the titleg its vwneaninlg, ngoving on to the prophet
Muhammad the beloved messenger of Allah, who created the world from nothing. Having bathed
Muhammad's father Gabdulla and his mother Amina in the rays of gratitude, he expresses his joy at
thebithd Muhammad wi thidwadhls appearance] lse:is a gvonderful light, like a ray
of the sue The author clothes the appearance of his beloved prophet in the most enthusiastic words,
laudatory turns of speech invented by mankind. For example, three houris, sitting next to-the poet
s oryteller, say t o e aandsayahatthe will beconda greahferaonality, ¢ c
the ruler of the most advanced state. The author conveys his maio ithealistener, his request:
¢cDonotdeviatefrm t he s unna iothefitahines9.pr ophet e

Maulid

First | say zikr with the name of Allah

And only then | begin any work!

Whoever begins work with zikr with the name of Allah,
Allah will make that work easier for him.

If you begin a work with zikr with the name of Allah,
It is important for everyone to understand the truth
If every work begins with zikr with the name of Allah
Not a single such work will go in vain!

Whose tongue pronounces the name of Allah

All his sins will fall like leaves.

Whoever praises Allah will be pure,

Whoever says zikr will achieve his goal.
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Come, let us say "Allah" with a pure heart,
With tears in our eyes, let us admire Him.
And then Allah will not leave us,

He is the Merciful, He will forgive the sins of each of us.
Allah is one, there is no doubt in His unity...
Amina said, finally, the time has come,

The best of people comes into the world.

The heat made me very thirsty,

Then they gave me nectar to drink.

It was white and colder than snow,

There was nothing like it on earth.

| drank it, and all my organs were illuminated,
Even the outside was glowing.

A swan flew in on its wings

And, descending, stroked my back.

At that very hour, a state appeared

And both heaven and earth were illuminated.
If you need an intercessor, seek one.

Do not deviate from the sunnah of this prophet
O Muhammad Mustafa, you are a prophet,
Intercede for us

If you want to be saved from the fire,

With love and desire we will say "Salavat"...

In addition to the munajats, the musical accompaniment of Maulid Baysoniradludes
bookish melodie$ ¢ Ne b i Kasyideseée (¢The Story of the
¢cSal avat Myakbul yaeée Acfrreocno gAiri azbeidee , ¢ njycallkedibue! et o
int onat i on praising Buhdmanada dblsgatory rers and suras of the Korang Al
Fati hae, c¢Alif Lammi mé from the surah of the |
CcAgzabkEkhktafa,l yakhNags € Anc R bmipatanboenponent of the holiday
i s ¢ Sal av at,th&remmeof whiGh reflectithe essence of what is happeall the guests
stand up-frogncAgabigi ¢ me& 3 dncin ch@rus praigée birth of Muhammad, reading
¢ Mar habae().Sa8mpleet i ol awdieahe kgegplace- the pinnacle of the ritual.

In addition to the components described above, the structure didMaciuded the text
¢ Veys el which gaes ieyond the immediate theme of the holiday, but was traditionally
included in the publication of books on Maulid. Traditionally, Maddadram ends with the reading
of c¢Bagyshl auy®thé grdaeizérs of this hobidaye all those present, and the holiday
itself.

Performing traditions. A huge role in preserving the munajat genre belongs to performers
who are the bearers of the folk tradition. Basically, these are older women with rich life experience,
which gives them the moral right to perform a work of a didactic, edifying naturegprob&ems of
moral education, teaching and formation, the motives of the call for enlightenment, knowledge,
mastering a profession, honoring parents, older relatives and other topics raised by munajats are an
invaluable educational seurce for the people. Among the munajats dedicated to Allah and his
prophets, many are of an educational nature, promoting certain provisions of the Holy Quran. Here is
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a munajat often found among older people, dedidated t he r epeat edc pregiesd th
to Al Il ahe

Be vigilant, O man, do not commit evil,

Ourreligioni s | sl am, praise be tHo Al Il ah! (¢cPraye

Traditionally, performers sing munajats, reading texts from a book or handwritten notebook,
sometimes from memory. Mostoftenunaj at i s per f orasedl gathermgoi g a
people, the number of which varies from five or six to ten or twelve people. In a village, this number
depends on the material weah of t he one wh oTheriual lnfehe gathering s ¢
includes abundant refreshments and tea drinking, exchanging the latest village information and
chanting books, baits and majats. In the event that several good performers gather for this gathering,

a kind of creative competition takes place, in which all those present take an active part.

The performance of munajats among the Volga Tatars is a living tradition today; it
corresponds to such parameters as traditionality, variability, orality, locality, inclusiveness and
syncretism, which musicologist L.I. Sarvarova identifies as the maariearf traditional folklore [].

In particular, variability is manifested in the fact that the same melody sounds differently for each
performer. The tradition of performing munajat is transmitted mainly orally, hence its variability and
features of intemetation. The sign of locality is found in the regional tradition, which is limited by
certain boundaries, has its own set of melody, its own ethnographic features. At the same time,
inclusiveness as involvement in the process meant inseparability, érecalas barriers between the
performer and the listener, and syncretism is expressed in the connection of word, music and action.

It is interesting that ISarvarova singles out religious affiliation as the only protective factor
that prevents the mixing of traditions in the conditions of dispersed residence of different peoples of
the Volga region14].

| would like to consider in more detaliie innovations in celebrating the religious holiday
of the Volga Tatarsusing the example of holding the religious holiday of Mawlibde birthday of
the Greatest of people, the Prophet Muhammad in September 2023 in the Novocheboksarsk Cathedral
Mosque named after Ainetdin hazrat Shambazov under the Spiritual Administaiuslims of
the Chuvash Republic. The event was dramatically structured, it had its own script plan, its own
performers, guests, spectatordjomvere also participants in the action. In addition to reading the
suras of the Koran, performing namaz, telling stories about significant events that took place during
the time of the Prophet Muhammad, and traditionally treating people who came to,Mapietial
feature of this event was a kind of competition between local munajat performers (mostly older
women, most of them Mishare) and guests from Kazan (in partia r , t he ¢ Agpoapn a i A
mainly Kazan Tatars, specially invited to this event)

The guests had a rare opportunity to listen to munajats performed by the true keepers and
bearers of ancient chants of the Tatar people. Munajats were performed, passed down from memory
from generation to generation

Theallsi on t o t he poet,ipapularamon the Tiurkic taditions ef gkins,s h é
bakhshi, storytellers, was obvious. An allustona concert (Latin concerfo ¢ | cojngsat e e
creative form of competition also suggested itself.

Inadditon, t he compet it i andindvieldalvparteipants, ivlech gssumesme
reliance only on individual resources and improvisation, resembled the currently popular television
battles, which added dramatic sharpness and liveliness. It was especially interesting to compare the
different unds of the same munajat, which depended on the individual and local tradition of musical
intonation.
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Conclusion. This event demonstrated the influence of the following trends: elements of
theatricalization, the presence of a dramatic canvas in the celebration of the Mawlid holiday, the
influence of modern television technologies on holding mass religious eventigdine to unite
Tatars on the basis of a common history, culture, language and religion without age, social, cultural,
gender, ethnic differences. It is worth noting that the entire Mawlid holiday was held in the Tatar
language. The universal dwlid, formed within the framework of a religious ritual, expanded its
presence in the cultural space of the Tatars and transformed into new forms gqiaditical and
family-social practices.
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THE CURRENT STATE OF TRADITIONAL MUSICAL LEGACY IN KAZAKHSTAN
AND THE PROBLEMS OF THE SAFEGUARDING FOR THE CULTURAL HERITAGE
Awarenes®fthevalueandnecessityf intangibleculturalheritagecomesfirst of all, tothose
whocollectandstudyit i collectorsfolklorists, humanitariandpcal expertsaswell asto thosewho
represent it bearers of traditions and individual public figures. Unfortunately, the social life of
existing and outgoing traditions does not depend on the bearers and connoisseurs. With the change
of lifestyle, technology and production, without itéention of society, traditions are disappearing
into the past. Music, being an intangible cultural heritage, a living and social phenomenon, often
suffersfromvarioussocialcausesAmongthemareeconomiandideologicalfactors.And, asarule,
thoseareasof intangibleculturalheritagehatarenotrelatedto thecommerciabndtouristsphereare
most "damaged"”. The most important thing is that with the departure of living carriers of intangible
cultural heritage, unique knowledge, skill and tradition disappear, causing irreparable damage not
only to the national culture, but also to the velsnitification of the people.
Kazakhmusicalepicis a living epic(storytelling)traditionsthatexistin certaingeographical
zonesi Aral-Kazaly, Karmakshi, Mangystau, Atyrau, Karatau, Zhetisu. Their state and level of
systematic recording and comprehension are differéné living storytelling tradition is a unique
historical heritage that throws a temporal and spatial "arch" to the ancient epic, to the Aedes and
Homer. In Kazakhstan, there were whole schools of storytellers, successively transmitting the
performing styleand skillof generating epic texts. This is a tradition that has acquired a unique and
highly professional vocal and instrumental form of embodiment in the Kazakh culture. It should be
studied and presented to the world audience as a tradition, and not as &xikyeiced.
Keywords: intangibleculturalheritagel egacy, Kazakistorytelling
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EXPLORING THE HISTORICAL DEVELOPMENT AND MUSICAL
CHARACTERISTICS OF ZHONGZHOU GUQIN SCHOOL IN HENAN PROVINCE,
CHINA
The Chinese gugin boasts a rich and enduring history, with regional gin schools serving as

vital component®f its scholarlyexploration.Theterm"Qin School"specificallyrefersto schools
of Guginmusic,eachdistinguishedoy uniquestyle shapedy local influences,customsteacher
student relationships, and aesthetic preferences. The emergence of these schools has significantly
advanced the development of Gugin art, enhancing the expressive depth of Gugin music.
Conducting case studies on individual gin schools facilitatedeeper appreciation of the
distinctiveness inherent in eagenreof Gugin music, thereby contributingsignificantly toits
creation,aesthetics, ancultural heritage.

As oneof the areaghathasattractednuchattentionsinceancienttimes,the Guginculture
in the ancient Central Plains has continued to develop since thi@irprieynasty, leaving rich
records inGugin history documents.This study employs musicology literature researchand
interdisciplinary methodologies to explore the historical evolution of the Zhongzhou Gugin School
during the Qianlongperiod of the Qing Dynasty. Delving into aspectssuch as the school's
developmenprocess, repertoiresjusicalcharacteristicsaestheticsandthe communityof Gugin
players,ncludingtheirorigins and relationships with other schools, this research offers insights into
the artistry, development, and lineage of the Zhongzhou Gugin School.

Throughananalysisof its repertoiresscholarsandmusicalforms, this studyaimsto deepen
our understanding of this school's contribution to Gugin art and enrich the diversity of research on
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regional Chinese gugin schools. Drawing upon previous research, this study endeavors to explore
variousdimension®f theZhongzhouGuginSchool Jayingascholarlyfoundatiorfor furtherstudies
in the field of gin studies.
Keywords: Gugin, Zhongzhou School, Chinese music, Historical development, Musical
Characteristics
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ISLAM AND THE MUSICAL CULTURE OF THE GREAT STEPPE

Thespreadf Islamamongthenomadsf theGreatSteppean theterritory of Kazakhstarad
its own national characteristicShokarvalikhanovin the19th century emphasizéaatthe religion
of theKazakhgepresentedsyncretigphenomenorin whichancienteliefssuchasZoroastrianism,
totemismanimism,dualism,shamanismandTengriismweresynthesizedThesebeliefsformedthe
worldview foundations of musical folklore: songs (z#zah ar , bbodi k, uwki au),
and musicapoetic competitions (aitys, tartys), and served as the mythological basis for the content
of ancient kuy legends (about sacred and lammaalsj kuys of lament about drowned children and
misfortunes during hunting (S. Raimbergenova)).

According to SH.Valikhanov, Islam among the Kazakhs was merely a superficial layer that
acknowledgedhelegitimacyof previousbeliefs.Thus,in Sufism,shamanistiandislamicelements
intertwined In southerrKazakhstanin the10thcentury Islambecamehereligionof theKarakhanid
state. In the south, the spreaders of Islam were the khojas. Typically, the khojas, who received
religious education in madrasahs, explained the basics of Islam in poetic form, often through epic
poetry. The first khoja who made Islam speak in the Tuakiguage was KhojahmedYassawi.

Until the 20th centuryreligious narratorg southerrKazakhstarfakhunzhyrau)performed
narratives (qissa) of book poetry, based on the plots of the Quran and hbudititesnorthern and
central regions of Kazakhstan, Islam was introduced in the second half of the 19th cefitatr by
missionarieaspartof Russia'expansionispolicy. Thesemissionarieplayeda key role not only
in religious preaching but also in the spread of the musical instrument syrnai, which became an
important cultural element. Among the first representatives who popularized this instrument were
famous poets and performers such as Mayra, Shashubai, Zhagaykktai, Taizhan, and Nartai.

Keywords: Islamandthe musicalculture,GreatSteppeKhojaAhmedYassawi
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IIAO3 MUSIC THERAPY: PROBLEMS AND PERSPECTIVESIN THE 21STCENTURY

a0l1. Music therapy as a subject of ethnomusicologyresearch CHAIR: GALINA
SYCHENKO

DR. JARED HOLTON,

Ph.D. AssistantProfessor oMusicology andethnomusicology
Universityof GeorgiaU.S.A.

E-mail: jared.holton@uga.edu

ON MUSICAL MODES AND THEIR THERAPEUTIC EFFECTS

It is a truism thathuman communitieassociatenusicwith non-musicalphenomenasuch
as feelings, times of the day, nonhuman beings, or astrality. Musical traditions built on modes (e.qg.,
Eastern Mediterraneamagamat North Africant u b ar dzeri mughan) feature these kinds of
associationprominentlyin their historiesandoftenin modern performangeracticeqHolton 2022;
Naroditskaya 2003). How do musical modes do this work for individuals and collecindsow
can music scholars attend to these associations through ethnographic methods? According to the
American MusicTherapyAssaiation, music therapists gpeofessionals that attempt to account for
musi cbs curative powers on the body through c
or speciakeducatiorprogramsn publicschoolsOntheotherhand butnotentirelydistinct,scholars
within the newer field of medical ethnomusicology also seek to apprehend the medical and
psychological effects of music but with more culturally informed approaches (Koen, et al. 2008).
Based on fieldwork experiences in Tunisia from 2@089, ths paper seeks to contribute to these
discussions by analyzing two scenes in which modal music activated curative and harmful effects
successfullyn someparticipantsin both cases, thesd#fectswereexpecteddueto the mechanics
of the musicalmodeandthe historically conditionedassociationsvith thatmode.But, of interest,
these effectsverealsounpredictablendincompleteacrossall of the participantsin short,thecase
studies demonstrate that both expectation and unpredictability are markers demonstrating how
music can corresporndnon-musicalassociationslhisanalysisexploreghesemarkersasaworking
modelfor music therapists who look for musical patterns and predictability, and ethnographers who
find nonlinear distribution and potentials.

Keywords: Musicalmodesmusictherapy ethnographyeffectivity, North Africa, Tunisia

TAIRA KARIMOVA

Ph.D.in History ofArts,
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E-mail: altaira@windowslive.com

THE THERAPEUTIC AND PREVENTIVE FUNCTION OF FOLKLORE

1. Among the many purposes of folklore as a treasury of cultural achievements of mankind,
we highlight the therapeutic preventive aspect of this phenomenon.
Cycles created by the people's household and calendar rituals, along with the songs
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accompanying them, dancing and playing, are not only an expression of ideological positions and
aestheti¢hinkingbutalsoperformimportantpracticalrolesi serveto preventandmaintainthehealth
of the ethnic group. By prioritizing tasks in a queue, we can achieve more efficient execution of the
most important tasks facing the human population, such as conservation and procreation.

2. Folkloregenreghathaveformedovercenturiesanbegroupedaccordingo thewaysthey
affect the human body, as follows:

a) motormotivational

c) relaxing(antistress)

¢) harmonizing

3. Folklorehasboththerapeuti@ndprophylacticaspectshatcanbeobservedn genresuch
as yalli, halai, hagyshta, swing songs, dhikrs, tales, and compilations of children's and mothers’
folklore, in the intonation specifics (such as phonation levels, predominant phonemes, choice of
mode, inclination), as well as in the features of matdions characteristic ézerbaijani folklore
(jumping, trampling, squatting, movements on half fingers, clapping, etc.).

4. The experience of mental rehabilitation of refugee children from Karabakh within the
framework of the children's humanitarian organization "Buta" in the refugee camp (Sabirabad) in
19951996 canserveasanexampleof the positiveimpactof folk therapy(studyandperformance
of folklore genres).

Keywords: folklore, folk therapy yalli, halai,hagyshtaswingsongsgdhikrs,tales
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BIOLOGICAL AND PSYCHOLOGICAL ASPECTSAND EFFECTS OF SOUNDSIN
MUSICTHERAPY

Every disease has its own methods of treatment, music therapy also has its own separate
therapy for each disease (for example: blood pressure, cancer, cardioudiseakes, etc.)wrote
a book about music therapy to help people, based on a large number of scientific sources, the
conclusions | came to, and the experience | have accumulated. In this presentation, | would like to
talk about music therapy, biological and psychologieatires of sound. Based on purely scientific
research, knowing that thaological and psychological aspects of sound are inseparable and
complementary elements, | would like to analyze these two aspects separately. Many scientists and
musician$iaveconductedananyinterestingstudieghatarerelatedo theeffectof musiconpulseand
blood circulation.

Accordingto psychologistaller,with severatirumbeatsploodbegingo flow morestrongly
throughanopenvein.J.Doselannouncedhis newscientificwork onthegreatinfluenceof musicon
blood circulation. Experiments were conducted on humans and animals using sound tones on string
and wind instruments, and tests of the cardiovascular system and blood pressure were conducted
simultaneouslyAs aresult,peoplegraduallyexperiencanincreasen heartrate,anincreasen blood
pressure, and in animals this is manifested twice as strongly.

The French physi ol ogiconducte# anr expericnent ih amdus8ial | p °
conditions and came to the conclusion that rhythmic bars, joyful pieces in a major key increase
activity, and sad pieces in a minor key weaken activity. Every day, the sounds surrounding a person
become more and mofamiliar, and their closeness (kinship) and attraction to music are rapidly
developing. Music therapy evokes positive emotions in defense of the mechanism of abilities. It is
due to these features that music therapy is an ideal method of treatmentereldpidg.

Keywords: musictherapy, positivemotions
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1.Girix
Musiqi bokoriyyotinilkin - a J | a bugamay @ th estétikvb modoni bir ifadof o r rdeyis €
eyni zamandakofa verici bir vasib kimi dp istifadb o | u n muQodinu Misir, ¢ i w Yunan
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mpdpniyyotlorindo musiqgim ¢, Blit fiziki vb ruhi xpstolikl orin m ¢, a dsindzbsasaloti ordopn biri hesab

edilirdi. HottaH i p p o kI P & rpogai thusiqitibb elminina y r & hisms kami gobul olunurdu.

M¢ a sl P &b rsobu bnonp elmi metodlarlazonginlok d i r viibmmasigkt e r a pa dye@ansada®k d é r .

Musigit e r a p fogia lsoéoji, psixoloji, sosialvb emosionale ht i v 2 aiok g € o @
mpgsod y © rokil@gp musiqidhn istifadb edilmbpsinb bsaslanarklinik vb elmi bir salpdir. Bu terapiya
n ° \p gokar musiqiterapevibri torofindon fordi vb ya grup koklindp totbig edilir vb bksor hallarda
digor tibbi vbpsixolojim¢, d @lpy a nam&r €|l ér .

Bu m¢ ao 4 <u | effektiviiyinin a r x a sn8am tdodonindd vb beynind b a wemn
m ¢ 0kkpbb biologiya vD psixologiya prosesbri d a y a Musigi .beyindki neyrotransmittedrin
soviyypsinbtosir edir,hormonb a | a tongir@loyig ¢, ok ritmini vbtonof f tgzéiyinidoy i k dEynr i r .
zamandae mo s i yifatlbsini & 8 a n | atrawinatik ¢ a Kk a n teé@rlad réahrd § n aw e r
° z ¢ okgpdosesinig ¢ mdirir.

Bu mpgalbdo musiqgit e r a p i hpnalsolijin lBom db psixoloji tosir mexanizmbri g e n i K
kokildp tohlil edilocok, elmia r a Kk d € vp kiaik na¢r naoipro bsaslanaradggah olunacaqMbpgsod
musiqgit e r a p iinsangrgamzéenimp tosirini tokcb emosionakoviyypdp deyil, sistematikvb elmi
-or -pdbanl amaqdeéer .

2.Musiqgi T e r a p vp$iairsSastemi: Neyrobioloji Mexanizmlor

Musiginin insan beyni ¢, mindp olan tosiri, elmi cohotdon s ¢ bailt u n omunka r aq | é
fenomenbrdon biridir. Musiqi sadcd bir sbs a x &eyigi o, beyninm ¢ xlit salolorindd sinxron
aktivlik y a r a/ml Bumun noticosindd hom emosional,hom db fizioloji reaksiyalarortaya- é x & r .
X ¢ s 0 simirl sistemi, musiqiyp q a r-Koékos s a sviol musiqi vasibsilp onu tbnzimibmpk
meée¢mkender .

Limbik sistemvb emosionalreaksiya

Beynine mo s i ytmzindonmdsindbi K t édon hiswosi T limbik sistem,musigiypg ar K &
ilk vbbn g ¢ créaksiyavemns t r u k t u rBuradaydrlakon dreigdala,gorxu, hoypcan,sevinc
kimie mo s i yi ashtmasm@ psasrolo y n aMusiqgia mi g dsatl iamel | iasandad v g | a q
r eaks i g amhdaphiernDegor torpfdon, hipokampusspy a d dpa&mosionabssosiasiyalarla
baj | Mudiggbub °© dymiosiretnokipk e - matiredori 0 y avb&oxs¢, - &mosionarahatlama
yaradabilor.

Prefrontal korteks vbicraedici funksiyalar

Musiqgi eyni zamandarefrontalkorteksini ypni diqaot, gorarvernpb vb sosiald a v r kinm € K
aliidrakf u n k s i tpnaiinleymn 8ayi@salosinin aktivliyini a r t Burd&ordenokdir ki, musiqi
yalemas i gegill dasrké@ninvied a v r day & eméirp bilor. Autizm spektrpozuntuswp ya
diqopt - at é k sirdomuEDEKEB) kimi diagnozlarddou mexaniznx ¢, s wif sai yl dlabilpg

Neyrotransmitterlor vbom ¢, k a $istemi

Musigi beyninfim¢, k ad iag t a@dnli &n disssiad dopamini f r sszé@ mau | | a kK d é
Dopamini motivasiyax o Bxthk vbdiggpt ilpblagoli neyrotransmitterdifMusiqi dinlbyorkon vbya
ifa edorkon dopaminsoviyypsininy ¢, #nsosi koxsbruhir a h ahbzk v mativasiyahissiverir.

Bundanblavp, musiqi serotonin(emosionalstabillik), oksitosin( g@nvbb a J |hisdi)epq
endorfinbr ( a jarz @ | vo>é aezthik verici tosir) kimi kimyovi maddlorini f r ada ssbobala
bilor. Bu spbobdbn musigit e r a [yiay mil®&a h ayardtn@aglag a | mydirzamandabpdobnin
biokimyovi b a | a dabbpgpaedir.

Neyroplastiklik vbreabilitasiya

Todqgigatlarg © osirtki, musiqibeyind yeni sinaptikblagoloriny ar anmda $ égnuéil ak d é
bu prosemeyroplastiklika d | a&rg & roissulidanvp yatravmatikbeyin zodosindon sonramusiqi
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ilD reabilitasiyam ¢, a Osiibeyindki kompensatob © dipg aktivibk doibk f u n k s i bprap aasr é&mé
s otiondirp bilir.

3. Hormonlar vb Neyrotransmitterl ord b Musiqinin TDsiri

K n soagamizmitokcbbeyinibdeyil,onunlab i r blagpti @alanendokrinsistembdb musiqiyp
cavab verir. Bu sistem hormonlar vasibsilpb organizmindaxili m¢ h i tonzimlbyir vb musiqi
t er a puhprmenalfoaliyyoto b i r lvmdkoal ailp tess @ ° ceptbilor. Musigi bodbnin stress
reaksyywuaamg ashkdliey g r aodubiln a |déynbskh or monlf a @@ @€ ér .

Kortizol: Stresshormonununa z al mas é

Kortizol bodbnin stre® verdiyic a v adagpnzimlipyicisidir vb hipotalamushipofiz-adrenal
(HPA) oxu vasipsilp ifraz olunur. Xroniki kokildby ¢ B sm koktizol sbviyyplbri immun sistemin
zoiflompsi,y a d ¢ @ 2 u n tyuxdswzlugep,depressiy&kimi bir - o negativtosirlorlp noticblbnb
bilor. Musiqgit e r a jartigzohssvigy psini bhomiyyotli dorbcodp azaldabilir.

Todqgigatlar g ° sirt ki, y u mkw ¢y a v @mpd olan musigi T X ¢ s o Klasdik vb
instrumentajanrlari dinloyon koxslordp 151 30 dbgigp brzindd kortizolunspviyypsininbzoib- ar p a c a q
dorpcpdb azaldabilor. Bu, musigininstre® q a togiidir fdor mamlod u [ @ meirt

Endorfinl or: Tobii a ] rosickvbx o extlik hormonu

Endorfinlbr bodonina | r &b emosi@naborginliypq a lifrazeetdiyi tobii neyropeptidbrdir.

Bu maddlor morfinb bonzor bir tosir g © oeptok hom fiziki, hom dbp ruhi a | r @& 2 & vodetonik
(sevinc dolu) hissbr y a r aMusiqi ilp ifa z a mavm y&a ritmik horokotlorlb m¢, K Bt ylunan
musiqilbr z a m and@&finsoviyyosiy ¢ #irs

Bu, musigininidmanz a madno€j ,arasesind vb ya xroniki a J r éy aak dxystlordd
a ] pseikimi istifadosinbbsasy ar ad ér .

Dopamin: M¢, k a ¥panbtivasiya

Dahabpvvol geydedildiyi kimi, dopaminbeyindki m ¢, k avb ractivasiyamorkpzlorinin bsas
neyrotransmitteridirMusiqi dopaminini f r a2 éma | | ar d anma n a @ ,sfoalyymts € n €
ma r aypéenmogionay /B 9 Kairniér er .

Dopamini f rdahlmé o &k a v sevibn melodiyalarz a manry,& aptolurdir. Bu isb
denokdir ki, fordi musiqgiz °© vwvp ausigiypb a jxdti@or dopamimtosiredong ¢ cflacgkt or | ar d-

Oksitosin: Sosialb a j | avnempatiyahormonu

Oksitosin,daha- ofg u ¢ a q h a Kk mevmyafgosialb a j lhélr angkimiut éa n 8uwn € r .
hormoninsanlara r a sigam,y a x évo énmpatiyahissbrini g ¢ mdirir. Todgigatlarg © osirtki,
grup koklindb musiqidinlbypn vb ya oxuyaninsanlara r a scoksitasiasoviyypsi a r tbuwedasosial
birliyin vb emosionab a j gé;mnrhpsinb sobob olur.

Serotonin: Ruh h a | @bnzéntbnmosi

Serotonin depressiya vb anksiyete kimi psixi vpziyyotlorin a r X a s dunard @sas
neyrotransmittedrdon biridir. Musigi serotoninsoviyypsinib a |l a n s | aexnds®mabiabidiyi a
borpa ed bilor. Serotonina r t dahae o mwusiqiilp dorin emosionalrezonansyarananhallarda
m ¢ K ablundr.

4. Fizioloji Tosirlor: | mk ritmi, nofosalmavbpbzolor ea k si yal ar é

Musiqginin insan bodoni ¢, indp olan tosiri tokeb psixoloji vb neyrobioloji salplorlp
mph d u d | Musigieyni.zamanddizioloji sistembrp, o ¢ ¢ pabn ¢, bk-damarsistemi,tonof f ¢ s
sistemivb pbzplD sistemim db g ¢, ctisigg © osirt Musigit e r a bu tosidps @nzimibmpkip hom
fiziki r a h aytalr empmaw organizminh 0 me o sborpaedir.n €
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Bioloji Tosirlor

Musiqgit e r a p i byolajistmsinoé fiziki s a ] | g mrindd dorindon hiss olunur. Musiqi
m pyyon frekanslarlavp ritmlp beyind a | ] atbsis ed#0k, &inir sistemivb hormonalb al an s
doy i k dVipsolon,ymusiqidinlpyprkon beyin sorbpst kokild b dopaminvp serotoninkimi ix o Bxthk
h or mo ifrazadirdomaddior,i n s auhte anl yéanxék € Ivceoradabha ® enerjiverir.

Musiqgi hom- i ©tiegsh o r mo alan kortizol vb adrenalinsoviyyplorini a z a | Stesin .

a z a |l maksdamar sistemi ¢, @indo m¢ sthtosir y a r ajdoi ritminin ni z a ml aganma s € ,
tozyiginin d ¢ wsmvD ¢ mu mia ] | avoaiyyétigin y a x K é | naugigman $iéloji tosirlorinb

n ¢ modin Musigit e r a p iignaussstan@mdom ¢, sthosiriv ar d € nsigeissim z al d é 1 ma ¢
vDzehnir a h astal] 8 gproblemtyining a r kaélvé&yaocen | idam &noypk © ok edir.

| K ritmi vD gan tbzyiqi

Musiqginin ritmik q u r u ¢ mk Kteini tonzimlbmpkdd m¢, h ¢graoho y n aA € atgnépd
(60i 80 bpm)olanmusigilor parasimpatilsinir sisteminiaktivibk doibke¢, okd © y ¢ n tyéasviarkg ad é
VD gantpzyigini a K asjadc&rsnjyns, Bksempd vbs &t ritmlorlo m ¢, K Bt glunanmusiqilor
cmkd°y ¢ nts¢oppdim;adrenalin f r @z & @kibdani fa g avgzdyyptok e b hilor.

Bu spbobdon musigit e r a p i igtifadd @lirchmmusiqilorin tempi, ritmi vbt onal | é7]
xpsonin e h t i yuayc] éimaa Hipertoniya,¢ ok a r 1 t mb pariksag@kkimi hallarday a v a K
musiqilor ¢, ok ritmini sabitbk d ik ¢m dstifadd olunur.

Npfpsalmavotonof f rifrai

Tonof f gpmwusiginintosirino- ohos s a Mdsairdinlbyorkpn vb ya oxuyarkon nofps ritmi
avtomatik kokildb musiginin ritminb u y J u n Buwa prases . entrainmentdeyilir. Entrainment
bodbndoki bioloji ritmlorin xarici ritmps i n x r o rdénekdirma s é

Mpsolpbn, 60 bpmtik sakitbir musiqii n s #omofé fnrgnsini dp sakitibk dorok dorin vb ritmik
nofbsalmay a r a t knPaol edir. Bu, tonof f pgosa jphané voziyyotlordp, astmavp ya tonof f ¢ s
gorginliyi y a K axgxsbrdp sakitibk d i tosir @ 9 osirt

c zolpb gorginliyi vb motor reaksiyalar

Stressybemosionaborginlik teztezbodondbbzoips € x € | smbabolérnVausiqit er api yas
X ¢ S o graglessivbzolp r e | a k sikp Dirgy stdadp edildikdb, pzolplorin g e mmesini vD
rahat | xmaisdg.rBe tosir bsasn a K atgzikli vbp d a v asoeloréd m¢, K Bt wlunan
musigilbrdb dahag ¢, cn ¢¢k apblundr.

Musiginin ritmik strukturuhom dp motorsisteminiaktiviok d i Raikinsorxpsiliyi vbinsult
s o0 n rreatslimsiyadamusiqi ritmlori xpstolorin kK 0 o r d i n &bshbrokoh gabiliyy®tini borpa
etnok ¢, - &ffektiv kokildp istifadp olunur.

Beyind a | | adbiaealektrik aktivlik

Musigi eynizamanddeyindxki alfa,betatetavbdeltad a | J a bkéviiy@mirdedoy iDlslor.

X ¢ s o teta(4i8 Hz) vp alfa (8112 Hz) d a | | @bluayrj éu n maskjiler rdorin relaksasiya,
meditasiyasp yuxuyak e -vbziglyotlorini dostoklpyir.

Bu,musiqgit e r a p iyyxapsceéznuiemhn a t a tvoxgohikéyqo r j wsn InuWdg ordd ar € n
tosirli o | ma sassobololorindbn biridir.

5. Psixoloji PozuntulardaMusiqi Ter api YRals €én én

Musiqgit e r a pr¢ypid ps&glojip 0 z u n tmy, ladvbi@damo | u N M akemhatidm
t a ma ml¢asyumnc gge ntotbig edilir. Onun psixoloji m¢, d alerdoki effektivliyi, musiginin
emosionalifadonia s a n | a kndné hissksi tpnzimibmpk vb psixososiablagolori g ¢ mdirmpk
gabiliyynti il o blagplidir.

(0]
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Depressiya

Depressiyah a | dodibrédbmot | vaaiz g b mens € sina i a & gpemdsiengl
Uy u kmaa apblundr.Musiqgit e r a jbuvnzigystlérdo fordi emosionaleaksiyayaratmagla/p
dopamiri serotoninsoviyyplorinia r t € rnmg adtjidsiag © oeirt

Todgigatlarg © osirtki, hoftodp2i 3dofomusiqit er ap gp & éeprasds | mpt olaml ar é
koxslordp hoyat keyfiyyoti vb emosionaktabillikdd phomiyyotli a r tmg;,m aplelundr. Musiqgi hom
dointrospektivd ¢ k ommsrt i mu | | reorfidilérlorandog g k dosimokoriaityg ar ad ér .

Anksiyetevbstresspozunt ul ar é

Anksiyete (hoypcan pozuntusu) z a masini sistemi fhoddindbn ar txebgr dar | € g 0
vpziyyotindp olur. Musigi buradarelaksasiyayaradanbir vasib kimi istifadb olunur. A K atgngpd
musiqilbr nofbs vb ¢, Ik ritmini tonzimlbmpoklp hom bodoni, hom dp beynisakitibk d i r i r .

X ¢ s o twhii boslorlp (g sogi, sua x éhirlék)d i r indtrumemntalmusiqilbr anksiyeteni
azaltmag, - gffektivdir. Musigi eyni zamandanofps mok @i, yogavbp mindfulnesskimi terapiya
n ° ori ilp birgpistifadd olunduqgdatosirini g ¢, mdirir.

Travma s 0 n rsteesspozuntusu(TSSP)

Posttravmatik stresspozuntusuy a Kk afprélondo k e - matiwlorlp b a | ahi &eaksiya,
kabuslar vb gapanmam ¢, k apholurbr. Musiqi t e r a pbu yravmatik y a d d a kelmad &m é
as anl ag diusiggverhalolmayanifadof o r ripgdimédirvbtravmailpb a jdlug | 1% a r
- e v pdbnlifado olunabilir.

Kmpr ovivzransos yaanusigit e x n i buddllarda é o effektlidir. Ford musiqi
vasibsilbhom© z ¢ ifagp edir, hom db psixolojiy ¢ Bnézadolur.

ki z of wbpsixotk pozuntular

Musigi t er apk iyas ferve oix K agixotik voziyyotlordo emosional ifadoni
sti mul | sosiatécridmeaaitmagvp idrakf u n k s i g gondirmoe mogsodi il o istifadd
edilir. Musiqgi ilp qrupi kaklindo a p a r sednsaxpstlorin sosialb a ¢ a r éq |t s®rtoezid €
hissiniaz al dér .

Todgigatlarda g ° oeilir ki, m¢ pzbm musigi t er a ps egyaamsElaana®iéz of r en i
simptomlar(sosior e k Dkt fikir p 0 z u n D 8.)lazalabéor.

Autizmvbi nkipwafunt ul ar é

Autizm spektrpozuntuswlanfordior ¢, - 4nosigit er a g inpelyadc ar aqlt &r éaraq ,
emosionalreaksiyayaratmaqvbp sensork o o r d i rg& sndiynsk g € dstifadp olunur. Musiqi
bozpn bu koxslor ¢, - @sasifadp vasibsinb - e v rRitrhik ayunlar,oxumavp bbdon horpkoti il D
m¢, K Bt @lunanmusiqgibrsosialu y f unl agsmain@k d ér ér .

MusigiTer ap i Ymakil@adaél obiqi

Musigit e r a p itobiis ®@g e mivend¢ xit salolordpistifadd olunur. Totbiq salolori
a r a spaohoingyyotli olanlar:

A Autizm spektripozuntuswlanu kK a gMusigit: e r a pautiznalisl & a q Isasial d a
bacar gk arkdidvpoé a a gabikygotininar t € r & 1° pkaediraMiisagiilpoyloncoli vb
tok r a r keanslarg e | digg@im colb edorok © yommb prosesinidahaeffektiv edir.

A Demensiyavb Alzheimer xpstlori: Bu xpstlordd musigit er apy y g &K € n
g ¢ mdirilmpsi vD emosionalpziyyptiny a x K € | a kohsdil@idtifada duaur. Musigi, beyin
funksi ytai mau levibxesoldrdo pheatruhiyypnina r t m aoboe alua
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A Reabilitasiyavp borpa: K n s up beyin zodolori noticosindd reabilitasiyadamusiqi
t er apihbyCaystgskn @ a r désigi, bodonin vb beyinf unk si yyanikhg@&n @ h mas én
k ° pkedir,motorb a c a rvelgd arrr i niarn loatdiriauf] u

A Onkoloji xpstolor vb terminal xpstolor: Musigit e r a ponkpl@jiXosDiorp vb son
morhol b xpstolorinb psixoloji dostok verir. Bu xostolordba | r & I¢ an rog dl idk, stressiazaltmag
vD¢ mu mi faar ht é& mpga@litp istifadp olunur.

MusigiTer api K& ¢ 2Snkmimi vokorait

Musiqgit e r a p iompr @ Hifem ¢ hordb tbtbig olunabilor:

A Xpstoxanalarvp Klinikalar: Xpstoxanap a | a t anhusigi t éenr daaposty Deinsrigh
h a | yeanxék é | avxni¢earn piesesinidbsioklomok mpgsodilp istifadp olunur. Bozi klinikalarda
musiqgit e r a p ioyaetesapevibr torofindon rohborlik olunur.

A Ev koraiti vD qrupt e r a pMusigatser: a pev ratside vb ya qrup koklindp dp
totbig olunabilor. U k a gubyaark ¢ € Ixa@rs alasagh a z € r preqrami@varki, budaonl ar én
foordie ht i yaucyljaurndmak d ér el er .

Musiqi Ter a p i Efektigliyi &l okrarlama

Musigi t er a p i sffekBviyin ®@run m¢ bzbm vb st r ukt ur kodldodotbigé | meé k
edilmosindon a s € | Tigpildl Birrseans30-60 dpgigp davamedir, ammax ¢, s baflardabu m ¢ td
doy ip Bilor. MpsDipbn, autizmliu K a @ |- glehaq & epéeztezk e -bn seansladahaf ay dal éd é
c ny a xnetiédlor 10-12 hoftolik programlarlaoldp edilb bilor. Bu programlan k t i r d kv @ mbh B a
vbd a v amm ké rk & toddenedy.

Noticb

Musiqgi t e r a phiolpjawd @sixoloji sistembri eyni andatpsir edbn g ¢ chlirgn¢ aod i ¢
¢ Sul Oduninsans aj | a nm ¢;ésihésmlmi, hom fiziki, hom do emosionaltorofdbon g e n i K
imkanlar togdim edir. Musiqit e r a yiay apsnikl orin m ¢, adsiiiledeyil, hom db g ¢ olikl
hoy a tsteessinazatmagq,sosialblagploriy a x Kk € | a/xdreuremasignab a | gonusa&y, - ¢ n
phomiyyotlidir. Golpcokdp bu salbnin dahadai n k ederok,ftibbinvbp si x ol @y ir ¥ himma rz
hisssiol apajo@gnozl akder el ér .

Dr. FIRUDIN GURBANSOY

AssociatedProfessonf theAzerbaijanNationalConservatory
Headof the Departmendf Humanities

E-mail: fqurbansoy@gmail.com

AZERBAYJAN MUGAMS AND CELESTIAL MUSIC TREATMENT

Mughamsystemis setupin suchaway thatall composedndperformedsongsarerelated
to one of its tunes. Music that Sufis perform is an improvised variation of mughams.

Further7 correlations between days and noseisdicatedMi - Moon- Nava- MondayFa
- Mercury- Bussalik- Wednesday SclVenire- Rast- Friday Lya- Sun- Arag - Sunday St Mars
- Ushshag Tuesday Do Jupityer- Zirafcandi Thursday Re Saturn- Rahaby Saturday Mugams
and songs connected appropriate days, hours and strengthen soul during and before considered
healingfor sick people Sincetheancientimeto nowadaysShamanifluencesonsick soulby their
songs.
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Asit isknown,3000yearsagothemethodof illnesstreatmenby musicwasapplied.Chinese
turned this method into profitable trade. Later in Mid@8lifga music continued to influence on the
souls. This music was brought by Turkey#imadoly and Khorasan. More than 400 music periods
areobservedn Close Middle andFarEast Arising from traditionalknowledgebn-Sinaand Farabi
in thework-productiongndicatingontheconnectiorbetweerMugamsand mankinatonfirmedthis
asoneof thewaysof thetreatmentin XI centurytherewasahospitalnamed'Nurradin”in thecity
of Sham wheré¢heillness werdreatedoy music. O.Chalabi inform about in his"Sayyahathame™
work. Duringthetreatmenby musicaspeciahttentionis directedo thesinger'sappearancéf singer
is ugly his face was covered in order of influence by music.

Keywords: Mugham system, Rast, Arag, Ushshag, Zirafcand, Rahaby, celestial music
treatment
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CHAIR: FATTAKH KHALIGZADA

Prof. Dr. RAZIA SULTANOVA

University of Cambridge UK
E-mail: razia@raziasultanova.co.uk

S OU N DSUSTAINABILITY FROM THE COLONIAL TIME: WHY DO WE NEED THE
ENCYCLOPAEDIA OF MUSIC AND RELIGION OF THE TURKIC - SPEAKING
PEOPLE?

The global music history network cannot be fully realized without detailed knowledge of
specific cruci al areas of human <civilizati on
Music and Religion, 0 focuses hmmurkic-epeakingmatiens p| ay
and ethnicities of the former USSR. This encyclopaedia bridges a critical gap by presenting the
intricateconnectiorbetweeneligionandmusicin theTurkic-speakingvorld. It encompassdslamic
rituals, performances, notations, recordings, and relevant academic insights, along with non Islamic
religioustraditionssuchas Tengrism,ShamanismChristianity,and Judaismwithin Turkic ethnic
cultures. This unprecedented volume is based on interviews and archival documentation, aimed at
preserving knowledge for future generations.

During the Soviet Union era, the study of religious music was neglected due to the country's
atheistic policies. Without government permission, no terminology, methodology, seminars,
conferences, or publications on religious music were allowed. Despitalitsal significance,
political reasons in the Soviet era prevented it from being an independent research subject.
Consequentlytherearecurrentlyverylimited academisourcesprimarily in theform of conference
proceedings, highlighting a shared Turkic cultural heritage. Now, we independently choose topics,
narrow them to specific subjects, conduct preliminary research, and formulate main research
questionsCurrently therearecontributiondrom 60authorsacrosslLOcountrieswith moreexpected
to join.

This interdisciplinary exploration has only recently emerged, as scholars are now free to
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investigatehemusictraditionsof Turkic-speakingsovietethnicitiesfollowing theUSSR'scollapse.
Thedemandor ourencyclopedias substantialgiventhelong awaitedopportunityto delveinto the
multifaceted religious aspects of music culture among TgBé&aking people within the former
Soviet Union.

Keywords: g | o b al musi c history, AEncycl opaedi a
speaking world

RAFIG TAHMAZOV
Doctorof MedicalSciences
Professopf InternalDisease®epartment Azerbaijan State Medical University
E-mail: rafiktahmazov@mail.ru

RISHAD TAHMAZOV
Bachelorof MedicalSciences Azerbaijan State Medical University
GeneraManagetlin ServierAzerbaijan
E-mail: rishad.baku@gmail.com

IMPLEMENTATION OF NEW EXPRESS DIAGNOSTIC METHOD FOR PATIENTS
WITH HEADACHE

Abstract: This presentation introduces a uniqgue method of express diagnosis using music as
a diagnostic tool, initially tested on patients with headaches but applicable to other illnesses. The
method combines traditional Chinese medicine, specifically the Fivendaks theory, with
Azerbaijani Mugam music. The Five Elements theory links specific organs to elements (fire, earth,
metal, water, wood), and emotions like anger to the liver andbtpalber. Each musical note
corresponds to one of these elements.

The research shows that patients' reactions to Mugam music can reveal underlying health
issues. If a person finds a certain musical fragment pleasant, it may indicate an issue with the related
organ. Conversely, irritation or discomfort may suggest a metMgm. The method is validated by
modern medical tools, such as ultrasound and laboratory tests, and supports traditional diagnostic
methods like auriculodiagnosis, pulse diagnosis, iridology and others.

The approach allows doctors to focus on specific health areas early in the diagnostic process, making
it a helpful tool alongside modern diagnostics and alternative therapies like resonance and sound
therapy.

Keywords: Express diagnostics, Traditional Chinese Medicine, five elements the@&N))
Yin-Yang theory, Inner organs and meridians, Resonance thdséipgsoundtherapy, Iridology,
mugham music

I would like to present a completely new method of express diagnostic for patients. In our
research, we first applied this method to patients who suffer from headaches, but it can also be used
for people with other kinds of diseases.

Before | explain the method itself, | want to tell you how we got the idea. Some of you might
know that Chinese philosophy and especially Chinese medicine is based on a vknpwaltheory
called the Five Elements Theory, or as it is often referretiéd)-SIN theory.
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So, what is this theory? According to it, everything in nature is made up of five basic elements:
fire, earth, metal, water, and wood. In Chinese medicine, every internal organ is connected to a
specific meridian, and each of these meridians is relatede®f these five elements.

To make it simpler, |l etds take the el ement
organs: the heart and the small intestine. Yol
major theory called¥in and Yangln this case, the heart represents Yin, and the small intestine
represents Yang.

An important part of this theory is not only about physical illnesses or dysfunctions in organs,
but also about emotions. Since many of you here today are musicians, and musicians are naturally
emotional people, you understand how emotions play a bignroler health.

For example, if we talk about anger, it belongs to the wood element. And the wood element
is connected to the liver and the gallhdder. So, if a person is often angry, it can lead to problems
with the liver. This idea is not only a traditional belieh@s been confirmed by modern medicine as
well, and I will explain how later.

Now that |1 6ve given you the theory, | et me

You probably know that music has been used for treatment since ancient times. This is not a
new idea. In Chinese medicine, music therapy was also connected to the five elements, because eact
musical note is related to one of the five elements.

But here is what makes our method new: we are not using music as a treatment, we are using
it as a diagnostic tool, and this has not been done before.

In old Chinese medicine, there were five musical notes. Today, these notes have modern
equivalents likda-diez, lya, siand others. Each note is directly connected to one of the five elements
and, as a result, to a particular inner organ.

What does this mean? It means the way you perceive a musioalwbéther you like it or
notd can give us information about your internal organs. It may help us understand if there is a
problem somewhere inside your body.

For the first time, our study showed that we can make a diagnosis using modern music together
with traditional Azerbaijani music called Mug
we did is combine the traditions of Chinese medicine and the rhbsigtage of Azerbaijan.

We used five fragments of Mugam in our study. Each Mugam piece was performed in a
different musical notéor example, one was fia-diez, lya, sand so on.

The method is very quick and easy. 1t is ca
take much time. The patient listens to five Mugam fragments, and then chooses which one felt the
most pleasant, and which one felt the least pleasant or enating.

This perception gives us important information. If someone finds a Mugam piece more
pleasant, it might mean that there is an old issue with the connected organ that started in childhood.
If a Mugam feels irritating or unpleasant, that could mean ther@ésvly acquired issue with that
organ.

You may ask how this can work, especially since not everyone is familiaMugam or not
everyone likes it. For example, if someone in the United States listdvisgam they might not
understand it or enjoy it. But in our method, it does not matter whether the person knows or likes the
music. The only important question is: which fragment feels more pleasant or unpleasant to you? This
is enough.
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Let me now show you the table that explains how it works:
1. Wood elementi Organs: Liver, Galbladderi Ancient Chinese not&:ziaoi Modern note:
Fa-diezi Mugam:B a y-8hiraz

2. Fire elementi Organs: Heart Chinese noteCji i Modern notelLyai Mugam:Ba y-at &
Gadjar

3. Earth elementi Organs: Spleeh Chinese noteGunni Modern noteRei Mugam:B a y-at &
Turk

4. Metal elementi Organs: Lungs, Large intestiileChinese noteShani Modern noteMi 1

Mugam:Ushshag

5. Water elementi Organs: Kidney$ Chinese noteYuyi Modern noteSii Mugam:Chargah

Now | etds go back to the tabl 8ay-BHrazpimau cho
diez, and you find it pleasant, it could mean you have a problem with your liver driaygder. If
you choose the fourth ondshshagrelated to the metal element, it could show a problem with your
lungs or large intestine.

If you like a Mugam, it means the problem has been there for a long time, maybe since
childhood. If the Mugam irritates you, the issue is probably recently acquired.

So, in conclusion, this new diagnostic method supports the ancient Eastern medical ideas
about the connection between musical pentatonic notes and the five elements.

You may think this is not science, but only music. How can we prove it? But in fact, this idea
was supported not only by Eastern diagnostic techniques like auriculodiagnosis, pulse diagnosis, and
iridology, but also by modern medical tests, such as ultrasand laboratory analysis. For example,
if our method suggests a liver problem, and the patient then goes for standard tests, doctors often find
some early changes or signs of pathology in that organ. This method is not a replacement for medical
tests, It it helps give the righdirection. Instead of testing everything, we can focus on a specific
organ that the music helped to identify.

We believe this exprestiagnostic method can be used by doctors who practice resonance
therapy, including music and sound therapy.

Prof. Dr. J C N G8%0S
HungariamAcademyof Arts, academician
E-mail: spsjns@gmail.com

A MAP OF TURKIC AND MONGOLIAN FOLK SONGS -THROUGH THE EYES OF A
HUNGARIAN ETHNOMUSICOLOGIST
SinceFinno-Ugric andTurkic elementglominatedhelandtakingHungariangnear895),the

investigation othesepeoplesand their relations with Hungarians began egrlseveral disciplines.
This was also the case in folk music research, where the theoretical work went hand in hand with
organizing expeditions.

Based on this research series, it turned out that Rilgra folk music has little to do with
that of the Hungarians, so it is no coincidence that Hungarian comparative folk music studies have
increasingly turned to Turkic peoples. It was fortunate atsm the point of view, that the Turkic
peopleshavelong played an important rola Eurasiaand without gettingo knowtheir music, it
is notpossibleto understandot only Hungarianfolk music, but alsothe Eurasianfolk musicin
general. Initially, he main goal was to explore the eastern relations of our folk music, which
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gradually broadened into the areal research of the WégaaBelaya region inhabited by Finno
Ugric and Turkic peoplel further expanded this work to encompass the comparative investigation
of Turkic- speaking groups (and Mongols) living over the vast Eurasian territory from
Chinato the

easterrborderof Europa.

In thispaper shortlyintroducethemostimportantHungariarfolk musicresearchesa)B ® | a
Bart AkRkatal i a, 1936G8hgr LBesrrzée c z-RaimdBElaya aréand95& o | g a
1979, and myself among several Turkic and-arkic people from 1987 till now.

Resultsareprovidedin threetables:1) acomparativanapof thefolk musicrepertoireof the
Turkic people2) Turkic parallelsgo Hungariarfolk musicstyles;and3) thecurrentstateof themusic
research among Turks conducted by Hungarian scholars.

Keywords: Hungarianprehistory comparativeesearchfolk music,Turkic people

[1CO1 PROMINENT PERSONALITIES IN THE HISTORY OF MUSIC AND
DANCE HERITAGE

c. The history of musical arts in the context of changing scientific paradigms.
CHAIR: ZUMRUD AKHUNDOVA -DADASHZADE

GULNARA KUZBAKOVA

Candidatenf Art History (Musicology),
AssociatdProfessonf KazakhNationalUniversity of Arts
E-mail: gulyaO8@bk.ru

THE MUSICAL HERITAGE OF THE KAZAKHS IN 20TH CENTURY:
TRANSFORMATION AND IDENTITY
Kazakhtraditionalmusic,beinganintegralpartof culturalheritagehasundergonsignificant

changesn the 20th century.The mainmilestoneghatinfluencedthe transformatiorof the Kazakh
musical heritage were the Soviet policy of cultural integration, the processes of urbanization and
industrialization, the revival of national culture in the pBeviet period.

The novelty of the study lies in the differentiated approach to the modification of traditional
formsandgenresof Kazakhmusicin the 20th century,aswell asin identifying the factorsthatact
as national benchmarks in the musical space of the republic.

Before the 20th century, traditional Kazakh music was closely associated with the nomadic
way of life andhadvariousinstrumentalepicandsongforms.Musicalinstrumentsncludeddombra,
kobyz, sybyzgy, zhetygen, saz syrnay, shankobyz and others. Music was performed in different
contexts: from shamanic rituals to epic narratives and everyday entertainment. With the advent of
Soviet power in Kazakhstan, an active policy of culturgration and modernization began. This
led to significant changes inatlitional Kazakh music, including its institutionalization and
standardization. Music schools, conservatories and philharmonic societies were established in
Kazakhstan. These institutions contributed to the formation of a new generation of musicians who
received an academic education and mastered new musical forms and techniques.

Theprocessesf urbanizatiorandindustrializationn Kazakhstain the20thcenturyalsohad
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asignificantimpacton traditionalmusic.Migration of the populationfrom rural areado citiesled
to change# thesocialstructureandlifestyle of the Kazakhs.This contributedo theemergencef
new musical forms and genres that reflect the realities of urban life.

With Kazakhstan gaining independence in 1991, national culture and traditions began to be
viewed as important elements of state policy and national identity. Interest in traditional Kazakh
music is reviving in the musical and cultural environment.

Keywords: Kazakh traditional music, cultural heritage, transformation of traditional music,
national identity, cultural integration, Kazakh musical genres

Introduction

Kazakh traditional music represents an essential layer of cultural heritage, reflecting not only
musical preferences but also the worldview, traditions, and lifestyle of the Kazakh people. For
centuries, Kazakh music was closely linked to the nomadic Wig,cexpressing a deep connection
to nature, historical events, and spiritual traditions. Musical instruments suchdasitbe, kobyz,
and sybyzgy were not only used for performance but also served as tools for intergenerational
transmission of wisdomMusic played a key role in rituals, epic narratives, and everyday
entertainment, shaping national identity and fostering a sense of community among the Kazakhs.

In this context, the significance of traditional music as part of cultural heritage cannot be
overstated. Kazakh traditional music, being an integral part of this heritage, underwent significant
changes in the 20th century. A. Raimkulova notes that ma@ion, urbanization, and cultural
integration processes, accompanied by the standardization of musical forms, were the main factors in
this transformation [1]. At the same time, B. Mukhitdenova shows that folk and professional songs
remained the foundato f or devel oping new forms of musi c
identity even amidst social changes [2].

In the 20th century, Kazakhstan experienced profound social and cultural changes. Soviet
policies aimed at modernization and cultural integration had a significant impact on traditional
Kazakh music. The establishment of music schools and conservatonésowed to the
standardization and academization of music, leading to the partial loss of original forms and genres.
However, traditional music, despite these challenges, remained a tool for preserving national identity.
Even during urbanization and ingttialization, it continued to reflect the character of the people, their
historical memory, and spiritual values. Moreover, in the-Sastet period, with the attainment of
independence, interest in national music grew sharply, becoming an essentiahteiem
strengthening Kazakhstan's cultural code [3], [4].

The purpose of this study is to comprehensively understand the processes of transformation
in Kazakh traditional music in the 20th century and to identify the factors contributing to its
preservation. To achieve this, the article examines the key stagiessefchanges, from the pre
Soviet period, when music was organically linked to the nomadic way of life, to th&mast era,
which saw a revival of interest in national culture. The study also analyzes the impact of Soviet
policies, urbanization, anshodernization on the musical environment and examines the efforts to
preserve the musical heritage in modern times.

Thus, this research is relevant both for science and cultural policy, as traditional music serves
as an important bridge between the past and the present, preserving the cultural identity of the people
in the face of globalization [5].

Origins of Kazakh Traditional Music

Characteristics of Traditional Music before the 20th CentGaygakh traditional music before
the 20th century was inseparably linked to the nomadic way of life, which shaped the cultural, social,
and spiritual aspects of the people. Nomadic culture, based on interaction with nature and the
cyclicality of time, foundits reflection in musical forms, genres, and performance styles. Music
played a role not only as entertainment but also as a means of transmitting knowledge, traditions, and
experience from ongeneration to another. It was a living cultural code that bridged the past and the
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present.

The main forms of Kazakh musical creativity included instrumental music, epic storytelling,
and songs:

T Instrumental music was performed on traditional instruments such asltdmbra,
kobyz, and sybyzgy, often relying on improvisation. This allowed musicians to express their
emotions and artistic vision through melodies. Ktie instrumental compositions, were a significant
part of Kazakh music, reflecting the philosophy and spiritual experiences of the people.

T Epic storytelling, rooted in oral tradition, conveyed historical narratives about
significant events and heroes. It involved performancegay (epic singers), who extolled the
exploits of ancestors. These narratives played an essential role in reinforcing national consciousness.

1 Songswere performed in both ritual and everyday settings, covering a wide range of
theme® from love and humor to social satire. Songwriting reflected the daily lives, joys, sorrows,
and aspirations of the Kazakhs.

Traditional instruments held a special place in Kazakh musical culture, each possessing a
unique timbre and symbolism. Tdembra, a twostringed plucked instrument, became a symbol of
Kazakh music. Its sound accompanied epic tddas, and everyday songs. Tlkebyz, a bowed
instrument, was used in shamanic rituals for its mystical sound. Instruments |&goyzgy (reed
flute) and others enriched the variety of Kazakh musical expression [1].

Ritual and Everyday Functions of Music

Kazakh traditional music fulfilled both ritualistic and everyday functions, encompassing all
aspects of life.

1 Shamanic rituals, based on ancient beliefs, were accompanied by the sounds of the
kobyz, considered a sacred instrument. The sounds symbolized a connection with ancestral spirits
and natural forces, creating a sacred atmosphere.

1 Life cycle rituals, such as weddings, births, and funerals, included the performance
of specific songs and melodies reflecting the significance of these events.
1 Epics and tales often accompanied by th#ombra, were performed in village

gatherings, strengthening social bonds within the community and preserving historical memory.

Music also played an essential role in everyday life. Kazakhs used songs to ease labor,
communicate, and entertain. Young people organized musical evenings feaitisn{poetic
contests) and performances on instruments. These gatherings brought joy and helped instill respect
for traditions in the younger generation [3].

Impact of the Soviet Era

Cultural Integration and Modernization Policies

With the arrival of Soviet power in Kazakhstan, a lasgale process of cultural integration
and modernization began, affecting all aspects of traditional life, including music. Soviet policies
sought to use culture as a tool for uniting nations undeedhdeological values. This led to the
institutionalization of musical life in Kazakhstan.

The establishment of music schools, conservatories, and philharmonics marked a turning point
in the development of Kazakh music. In the 1930s, the first musical educational institutions were
established, including the Almaty Conservatory, which becameueiatrcenter for training
professional musicians. These institutions promoted the adoption of the European system of musical
education, resulting in the academization of traditional Kazakh music. Musicians began studying
musical notation, composing workgcarding to European standards, and performing classical
Western pieces.

However, these changes were often accompanied by the standardization of traditional genres.
For instancekuid unique instrumental compositions performed ondbmbrad were edited to fit
the requirements of academic concert stages. On the one hand, this contributed to their preservation,
but on the other, it risked diminishing their authenticity. Folk instrument ensembles and orchestras
became widespread, adapting ttiial music to formats suitable for concert halls.
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The Soviet government also used art as a means of propaganda, which influenced the themes
of musical works. Traditional epics extolling past heroes were replaced by compositions reflecting
Soviet ideology, such as the glorification of labor achievememt$ectivization, and socialist
construction [4].

Social changes and their impact on music

Social transformations in the 20th century, such as urbanization and industrialization,
significantly altered Kazakhstan's musical environment. The migration of large numbers of Kazakhs
from rural villages to cities facilitated the emergence of new sstiattures, which also influenced
music. Urban life introduced new audience demands and creative forms.

New genres emerged, reflecting the realities of urban culture. For example, music combining
elements of Kazakh traditions with Western forms gained popularity. Composers such as Akhmet
Zhubanov and Latif Hamidi created works that blended folk motifs withpsionic and operatic
styles, laying the foundation for new forms of professional musical art.

Industrialization also expanded access to music through radio broadcasts, vinyl records, and
television. This made music a part of everyday life for many people, including those who previously
lacked access to traditional art.

New forms of musical expression included songs celebrating industrialization and
technological progress, which became a characteristic feature of Soviet musical culture. The themes
of songs became more social and collective, often performed at masssexbnas celebrations and
demonstrations [5].

Institutionalization of Kazakh Music.

The Sovi et government 0s cul tur al pol i ci
institutionalization of traditional Kazakh music. The establishment of -spaiesored musical
institutions aimed to preserve and modernize traditional forms, aligning them wittt Biealogical
and cultural objectives. These included not only the creation of music schools and conservatories but
also the promotion of orchestras composed of Kazakh folk instruments.

The Kazakh State Philharmonic and the national orchestras were instrumental in reimagining
traditional music for largscale performances. For example, orchestras adaptéditheriginally
performed solo on theombra, into multrinstrumental compositions that could be played in concert
halls. While this expanded the audience for Kazakh music, it also introduced compromises in
authenticity and originality. Some traditional elements were modified or simplified to &itgn
Western classical music standsyrdiluting their unique cultural features [4].

Standardization and Propaganda

Standardization became a hallmark of Soviet musical policy. By formalizing the study of
Kazakh music in conservatories, students were encouraged to approach traditional music through the
lens of European compositional methods. This included the transoriptikui and other folk
compositions into Western notation, which sometimes led to the loss of nuances inherent in oral
traditions.

Additionally, music served as a powerful tool for state propaganda. Soviet authorities
emphasized themes of labor, collectivization, and socialism in commissioned musical works.
Traditional Kazakh music often had to conform to these new thematic framewarkexample,
songs glorifying industrial progress and collective farming replaced epic tales and spiritual
compositions, reflecting the ideological priorities of the state. These shifts were encouraged by Soviet
composers working in Kazakhstan, who imtggd traditional Kazakh motifs into compositions
aligned with Soviet realism [5].

Impact on Musicians and Performers

The Soviet era created a new generation of Kazakh musicians who were academically trained
and familiar with European classical techniques. However, many of these musicians had to navigate
tensions between preserving the authenticity of their culturabgerdand adhering to Soviet musical
norms.

Prominent composers like Akhmet Zhubanov played a pivotal role during this time.
Zhubanovos contributions included orchestr at
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performances, thus bridging the gap between folk traditions and Western classical forms. Similarly,
Latif Hamidi incorporated Kazakh melodies into operatic and symphonic compositions, significantly
influencing the evolution of professional Kazakh music [6]

At the same time, some traditional musicians resisted these changes, continuing to practice
and teach in the oral tradition. This presenateiments of Kazakh musical heritage that might
otherwise have been lost during this period of rapid modernization and ideological control.

New Venues for Music

Urbanization under Soviet rule brought significant changes to the venues where Kazakh music
was performed. Rural gatherings and-laased performances were gradually replaced by concert
halls, theaters, and stagponsored events. The migration of rurgbylations to cities created a more
diverse audience for music, necessitating innovations in presentation and performance styles.

Radio and gramophone records also contributed to the dissemination of Kazakh music. For
the first time, traditional songs and compositions could reach audiences far beyond the steppe.
However, this technological advancement further promoted standardizgidngeof traditional
pieces, reducing the regional variations that had once been a hallmark of Kazakh music.

Revival of National Culture in the PostSoviet Period

Independence of Kazakhstan and National Idenifite attainment of independence in 1991
marked a pivotal moment for Kazakhstan, bringing significant changes to its cultural policies. While
the Soviet era had emphasized cultural integration and modernization, th8optt period
prioritized the revivalof national identity. The government actively supported the restoration and
preservation of traditional Kazakh culture as a cornerstone of nationalsaéness.

Traditional Kazakh music became a central element of this cultural revival. Recognized as a
vital part of the nationdés cultural heritage,
the Kazakh people. State programs, such as Cultural geritgere launched to research, restore, and
popularize traditional musical genres and instruments. Specialized institutions, including research
centers and music schools, were established to study and preserve Kazakh music [1].

Interest in traditional music grew not only among professional musicians but also within
broader society. Many Kazakhs, particularly the younger generation, showed a renewed interest in
their cultural heritage, seeing it as a source of pride and iddnstyuments such as the dombra and
kobyz experienced a resurgence in popularity and were actively integrated into both classical and
modern musical practices [3].

Modern Practices and Preservation of Musical Heritage

Modern practices have played a critical role in the preservation and promotion of Kazakh
traditional music. These include music festivals, educational programs, and the use of digital
platforms and media:

Music Festivals: Events such as Dombyra Day, Asyl Mura, and Yer Tostik have become
important cultural celebrations, attracting both professionals and enthusiasts. These festivals serve
not only to preserve musical traditions but also to adapt them togoottary settings and audiences.

Educational Programs: Schools and universities have incorporated courses on traditional
Kazakh music and instruments. Specialized competitions and workshops for young musicians have
stimulated interest in the traditions and ensured generational continuity.

Media and Digital Platforms: Television programs, documentaries, and online platforms have
expanded public access to traditional music. Social media and streaming services have allowed
Kazakh music to gain international visibility, promoting its recognitirldwide [4].

Return to Cultural Roots and Innovatiofhe postSoviet period also saw a deliberate return
to the roots of Kazakh musical traditions. Researchers, composers, and musicians revisited ancient
forms such as kui and zhyr, striving to preserve their authenticity. Alongside this, contemporary
adaptabns of traditional music emerged, blending elements of folklore with modern genres such as
jazz, rock, and electronic music. This fusion not only preserved the relevance of Kazakh music but
also broadened its appéa younger audiences [5].
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Innovative projects combining traditional and contemporary music have become increasingly
common. For example, orchestral performances featuring traditional Kazakh instruments have gained
popularity, while modern interpretations of kui attract both local iaternational audiences. Such
projects highlight the adaptability and timelessness of Kazakh musical traditions.

Conclusion

Key Findings.Kazakh music in the 20th century underwent significant transformations,
reflecting the social, cultural, and political changes occurring in Kazakhstan. Initially tied to the
nomadic way of life, traditional Kazakh music evolved under Soviet modernizpbbaies,
acquiring new forms and content. The institutionalization of musical education, the establishment of
conservatories, and the creation of orchestras of folk instruments were important steps in preserving
and adapting traditional musio the realities of the time. However, these processes also led to the
standardization of genres, which occasionally threatened their authenticity [1], [2].

An essential factor in preserving national identity was the recognition of the value of musical
heritage. Despite urbanization and globalization, Kazakh music retained its uniqueness thanks to
statesupported initiatives, educational programs, and theausiatem of musicians. In the peSoviet
period, the attainment of independence became a catalyst for renewed interest in traditional genres
and instruments, as well as their promotion on the international stage [3].

Prospects for Researcilthough substantial progress has been made, many aspects of
Kazakh musical traditions remain underexplored. Future research should focus on the following
areas:

Gl obal i z a t:ineestigasing haowgraddidnal music interacts with global cultural
trends and adapts to modern conditions.

Authenticity PreservatianDeveloping strategies to retain the essence of Kazakh musical
traditions while integrating them into contemporary education and media.

Role of Digital Technologie€Examining the influence of digital archives and platforms on
the preservation and dissemination of Kazakh music. Creating comprehensive digital repositories can
make musical heritage accessible to broader audiences, both locally and internatiorj&lly [4],

By addressing these areas, researchers can ensure that Kazakh music continues to serve as
dynamic and enduring component of global cultural heritage. It remains not only a symbol of national
identity but also a bridge connecting the past and the future.
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MAKOMAT AND HIS TARANSFORMATIONS IN THE WORKS OF COMPOSERS
OF UZBEKISTAN

Oriental monody, represented by unique samples of professional traditional music, where its
highest achievement is the makom art, on the basis of which the modern professional musical art of
Uzbekistan develop#it the same time, we note that the original forms are quite mobile structures
and they ar@en constant motion, each timMieeroingout their owroriginality.” At the same timethe
metastyle designations of the content of the categorical system of Uzbek music, where the division
into Eastern and European traditions become components of the same culture.

From the very beginning of the formation of the Uzbek school of composition, a specific
vectorwaschosenwheretheEast|ookingto theWest followedthepathof assimilatiorof European
traditions into native ones, and not vice versa.

Modernmusicalartdesignate®rientalpolyphonyasanarchetypef musicalthinking,where
monody and polyphony act in tlmeaning otistorically formed,'stylistically completesystems
of musicalthinking." On the otherhand,consideringthe actualpoppy,we find in it a polyphony,
atexturedpolyphonythatfills the soundspacedueto the abundanmelismaticsandthe richnessof
the overtone system.

The unique properties of oriental monody include the range of its expressive possibilities,
which extend, among other things, to rhythmics. In this case, we mean a specific technique of
meditative technique, a kind of "stretching" of musical time.

The musical art of Uzbekistan exists in a dialogue between the Eastern tradition and
innovations that came from Europe, in which the most stable traditions of magomat art are
inextricably linked with the invariants of the highest spiritual and historicalhditioned socio
historical experience of the peoples of Central Asia. All this led to the birth of a new "Oriental
traditioni the tradition of polyphony."

Keywords: Uzbektraditionalmusic,magom,monody,orientalmusic,invariant

111


https://search.ebscohost.com/
https://jest.vgtu.lt/index.php/CS/article/download/16695/12002
https://www.tandfonline.com/doi/abs/10.1080/17411910500329989
mailto:shoyagan73@gmail.com

ICTMD -2024,Baku

ANNA ALYABYEVA

Doctorof Art History, Professor, Headf the Department
of Philosophy, HistoryTheoryof CultureandArt
MoscowA. SchnitkeMusic Institute

E-mail: aliabieva_a@mail.ru

LEKLA KURTBEDKNO\
Teacheiof CrimeanEngineeringand
Pedagogicalniversitythe nameof FevziYakubov
E-mail: lilya.kurtbedinova@mail.ru

THE CREATKVKTY OF CRKMEAN TATAR COMPOSERS OF
THE MKRROR OF THE CHAMBER | NSTRUMENTAL
Today, the genre palette of creativity of Crimean composers is quite diverse. It includes

symphonicchambefinstrumentalpiano, chambevocal, and choral works. the20th century, the
creative activity of Crimean Tatar composers is intensively developing, which is characterized by
originality, relianceon nationalmusicaltraditions,andthesearctor newmeanf expressionvhile
maintaining continuity of connections with classical, in the broad sense of the word, examples of
musicalart. However attheturnof the20th 21stcenturiestheinterestof authordcomposersyere
more consistently and actively directed towards the genres of chamber instrumental music. It is
characterizetly adeepepenetrationnto traditionalcultureandits adaptatiorio newcompositional
techniqueswhichwasclearlyreflectedn therenewabf thestylisticsystemgespecialljthoseauthors
in whose work the national avagéarde direction was emergin@l. I. Khalitova, E. A. Emir, N.I.
Amedova, J. E. Karikova. Consideration of the features of individual solutions in the works of the
chambeiinstrumental genre of these composers allows us to understand the specifics of the style,
understanthemaintrendsn thedevelopmenof professionaCrimeanT atarmusicalartandidentify
traditional and innovative features that ensure the originality of the compositions.

Worksin thegenreof chambemstrumentaimusicby composerareverypopularitheyreflect
the modern picture of the world. On the one hand, Crimean Tatar composers use the entire range of
expressive means within their control, accumulated by European academic music, and at the same
time demonstrate commitment to their musical heritdlgeir culture. On the other hand, the
phenomenonof traditionalmusicalculture, whichis vividly embodiedn theirwork, deservespecial
attentionlt shouldbenotedthatmanyopusesavenotyetbeernpublishedandareonly beingprepared
for publication.

Keywords: traditional Crimean Tatar music, folklore, modern compositional techniques,
khaitarma, M. I. Khalitova, E. A. Emir, N. I. Amedov, J. E. Karikov
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THE ROLE OF WOMEN MUSICIANS IN THE TRANSFORMATION OF THE
CULTURAL LANDSCAPES OF THE SOVIET NATIONAL REPUBLICS IN THE 1930 -
1950S

TheSovietUnion'snationalrepublicsexperienceé culturalparadignshift betweerl 930and
1950, with objectivehistorical and political trends superimposed on one another. Industrialization
and the formation of a new information field in connection with the development of radio, cinema,
and the printing industry coincided with the Sovievgrmment's cultural construction guidelines,
which called for the formation of national cultures based on Western models with compulsory
academic art.

CentralAsian musicians were primarily tasked with creating new works in European genres
based on national material, the most notable of whichwas dpsvaa v e of pr emi er es
operaso swept across the USSR: the Kazakh #AKy
C h u r(¥¢. R.¥lasov,A. M. Maldybaevy. G.Ferel939),Uzbekii B u r (M. Aghrafi,S.Vasilenko,
1939),Tajik AVoseUprisingd (S. Balasanyan1939), TurkmenfiZohreandT a h (ArSéaposhnikov,

V. Mukhatov,1941).Performersvhowereonceconsideredraditionbearerandactivelyparticipated

in the formation of the academic art system played an important role in their productions. They
included elements afational theatrand dance, folk melodieand costumes in thgderformances.

Oneof thepositivetrendsof thetime hasbeerntheactiveparticipationof womenin culturalprocesses.

The rejection of traditional principles and the oppressed position of women, allegedly promoted by
the state, significantly motivated many, particularly young people, who sirzerely convinced

of the new policy's promise of a bright future. Using the examples of opera singers such as Kulyash
Baiseitova (Kazakhstan), Saira Kiizbaeva (Kyrgyzstan), Halima Nasyrova (Uzbekistan), Tufakhon
Fazylova (Tajikistan), and Maya Kulievayfkmenistan), we will trace how the shift in cultural
paradigmaffeciedthefateof womenmusiciansywhatcontributiontheymadeto culturalconstruction

in their republics, and how their work reflected the interaction of traditional and academic culture.

Keywords: cultural paradigmshift, KulyashBaiseitova SairaKiizbaeva,HalimaNasyrova,
Tufakhon Fazylova, Maya Kulieva
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NOTES ON THE OTTOMAN ¢¥j:R, A BARDI C L

As one of the plucked lutes of Ottoman Turkish music,-tfe] was predominantly used
during the seventeenth and eighteenth centuries. In the Ottoman peritahlibeawas both a
generic term utilized for most of the lomgcked fretted plucked lutes with a pshaped and
woodenfaced soundbox, and also the name of the most common member of this group. This fact
exemplifiesoneof theproblemselatedto instrumennamingwithin Ottomantradition,in whichthe
case of the ° | seems to be involved, although not in such a problematic manner. The most
significant aspct of the- ° | ig that it was the typical instrument of the bards in the seventeenth
century, so that they were referred to-a% | ¢ r ratReatharsia z o @k.dlke- ° | had a
larger soundbox and a longer neck than those of its counterparts, and other than holding a special
status in bard music, it was used in folk music as well. However, the sources also present some
confusing information regarding the structural chareties and performance contexts of the
instrumentA numberof visualdepictionsfthe- ° j fgaturearoundor smallsoundboxratherthan
a pearshaped or large one. On the other hand, there are accounts indicating that it was occasionally
usedin artmusic,or performedoy thefemalemusiciansatthecourt,which appearso contradicthe
givensizeof theinstrument.This papewill outline the history of the Ottoman- ° | and attempt
to interpret some of the ambiguous issues surrounding it.

Keywords: OttomanTurkishmusic,- ° | pluckedlute, Turkishbard,sazk a i r i
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TRANSFER AND PRESERVATION OF PERFORMING TRADITIONS IN DUTAR MUSIC

Dutar music represents one of the main directions of Turkmen musical art. Dutar is the
national symbol of the Turkmen people. The repertoire of Turkmen dutarists includegenudti
works of small and large forms, as well as a number of instrumentacycles uc h as f Mu
AGyrklaro and #ASaltyklaro, and most dut ar s
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distinguished by virtuoso technique, as well as rich strokes and melismatics.

Outstanding representatives of dutar performance in Turkmenistan are Gulgeldi ussa,
Amangeldi Gonubek, Shukur bakhshi, Mammetmurat ussa, Kel bakhshi, Tachmammet
Sukhangulyev, MyllyTachmyradov, Purli Saryev, Charpchmammedov, Dzhepbar Khansahedov
and others. Over the centuries, mentors have passed on their performing skills orally from their
mentors to their students and, thus, have preserved and brought to the present day the ancient
traditionsof TurkmendutarperformanceTheartof playingthedutarandthetraditionsof mentoring
arehighly respectea@nddevelopedoday,beingpasseanin synthesisvith thebasicof professional
training.

We often recommend listening to dutar works recorded by mentors. Thus, in the process of
masteringhedutarheritageprofessionaf{from notes)andtraditionalteachingnethodgfrom hands,
by ear)areusedVideoandaudiorecordingof masterallow youto observahepeculiaritiesof each
me n t perfoérancehowdynamicsfingerings,strokesareused etc. Theuseof sheetmusichelps
to devel op yskisingeadimg and mayiagmsisic.

In oral traditions ofmentoringthe student, following thénand of theeacher, reproduces the
melodyandmasterst throughrepetition. Thisteachingnethoddevelopwisualandauditorymemory
and promotes comprehensive mastery of dutar material.

Keywords: dutar,Turkmenmusic,dutarperformancetraditional teaching methodsyusical
genres, performing repertoire
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FRET ADDITION AND EVOLUTION OF QOPUZ OR SAZ IN AZERBAIJAN -TURKISH
ASHIQ ART: DYNAMICS OF PRESERVATION AND CHANGE IN THE SHADOW OF
SOCIO-CULTURAL AND POLITICAL SHIFTS

This presentatiomxamineghesociccultural,political, andmusictheoreticafactorsdriving
the additionof frets on the qopuzor saz primary instrumentf ashigsin contemporaryRepublic
of Azerbaijan and Iranian Azerbaijan regions over the past century.

Drawing from deep archival studies and comparative analysis, | explore the fret addition
process in the entire Azerbaijan region, including neighboring countries such as Turkey. Using a
comparativeapproach| analyzehehistorical,socic-cultural,political, andmusictheoreticafactors
behindthis processdrawingonethnomusicologicdleldwork andarchivalanalysiswithin historical
musicology.

The transformation of thgopuzr e f | ect s a signi ficant -06shif
Turkish Ashig art, influenced by O¢-politidatansi z at
culturalpolicies.Despite sharedulturalheritage, differences thetiming andform of fret addition
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between Republic of Azerbaijan and Iranian Azerbaijan regions highlight nuanced dynamics.
Grounded in Orevivaldé theory, this resear

andtransformatiorwithin the meseregionalcontextof Azerbaijan,emphasizingherole of music

as an identity signifieand crosscultural transferBy exploring thdegacy and evolution ajopuz

this presentatiosheddight on the dynamicinterplay betweenpreservatiorand changein micro-

regi onal musical cultures, aligning closely v
Keywords: AzerbaijanTurkishAshigArt, Qopuz,Saz
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ABOUT THE PRESERVATION OF LOCAL ETHNO -CULTURAL TRADITIONS (ON
THE BASE OF BORCHALI ASHIQ ENVIRONMENT)

Azerbaijani ashiq art, which is perceived as a single system, is also studied in the context of
individual local areas. One of the local cultural areas distinguished by its unique performance and
creativetraditionsis BorchaliashigenvironmentTherootsof ashigstudyin Borchalidistrict, one
of the great settlements of ancient Turkic tribes, go back to the deep layers of history.
Representatives of t he Borchaldi environment
accompanied by any instrument (or instruments) did not change their ashigeméhbalirhythmic
form and did not modernize it. Ashiq songs were developed in Borchali in classical style. Therefore,
the ancient variants of saz melodies are more typical for the Borchali ashiq environment. Along with
the peculiaries of the repertoire and performance, the principle of the structure and tuning of
Borchali saz was one of the main factors in the formation of local qualities and regional peculiarities.
Tuning the instrument in Borchali by specific methods creates a different harmony, a special
harmonie melodic tone in the sound of ashig melodies. Thus, traditional ashiq melodies are
manifested in different versions performed by Borchali ashigs.

It should benotedthat theisolation ofBorchalidistrict fromAzerbaijan for certain historical
reasonsnadeit necessaryo preserveandtransfernationalandspiritual values,ethnographiavay
of life, blood memory and centuriedd traditions coming from the generation. Playing the role of
a kindof shieldagainstforeign ethnoculturainfluences Borchaliashigstudynot only performed
such fateful tasks, but also retained its primordiality and authenticity. From the point of view of
studying thassuessuchasethnogenesisnusicalthinking, folklore andethnographyf the Turkish
peopleof Borchali an integral part of the Azerbaijani people, the study and preservation of
ethnocultural traditions existing in Borchali is of great importance.

Keywords: Borchali,environmentgthnoculturatradition,ashigart, sazinstrumentspecific
feature, performing style
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MUSIC AND SHAMANISM: ON THE PROBLEM OF THE PSYCHOTHERAPEUTIC
EFFECT OF SHAMANIC MUSIC

Music in shamanic traditions has more than a certurg history of its study. There are at
leastsix researchapproachesvith differentdirectionswithin, which in somecasesareintertwined

[Sychenkd020].Themusicpsychologicaapproachs aspeciabreaof researchasit takeshe
study beyondhe humanitiesijnto therealmof biology. It requiresspeciaknowledgeandtraining,as
well asthe work of interdisciplinaryteams.The aim of thearticleis to reviewandanalysethe main
trends within the Abiological 6 approach to th
Startingwith thefamousbook by Gilbert RougeffRouget1980], which hasbecomea classic
work in thefield of studyingthe problemof i mu andtc r a nheauthorwill reviewtheresultsof
this vastareaof musicologicaresearchHowever,theproblematids not exhaustedby this direction.
Since the 60s of the XX century, special laboratory studies have been conducted to investigate the
influence of various types of music on the neurophysiological parameters of the human body. Such
studies, aimed at obtaining practical resultst ten be used in music therapy, have achieved
considerable success.

Shamanic music includes instrumental and vocal parameters, each of which plays a role in
achieving an altered state of consciousness. However, these two parameters have been unevenly
studied: researchers have mainly focused on the rhythmic technique shaheanic drum.
Meanwhile asourlong-termresearclshowsyocaltechniquelsocontainswithin it mechanismghat
helpto enteratrancestate Someresearchesultsonthevocaltechniquesf shamansvill bepresented
in this paper.

Keywords: music,shamanismtrance musictherapy yvocaltechniques

The author of this article has been studying shamanic music of the peoples of South Siberia
and Nepal for many years, as well as comparing and verifying the results obtained in other regional
traditions Bychenkdl990;1992;1997;2001a,b; 2004;2006; 2009ah; 2021a, b; Sytchenko 20044,

b; 2006; etd. In order to organise the accumulated experience in the study of shamanic music, an
article has been published, highlighting the main areas of its study and the main scientific approaches
[Sychenko2021Q). One of the most intriguing questions was and still is the question of the
psychophysiological impact of shamanic music: on the shaman himself, his patient, and the audience.
In case of disclosure of all the mechanisms of such an inipaad it sems that it has a place, no
one doubtg the possibility of using these mechanisms in modern music therapy is not excluded.
Here we will talk about the musfsychological approach, which explores the relationship between
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music angarticularstates of consciousness, sometimes defined as trance, gostagssioraltered
/ special / extraordinarynon-ordinary /shamanicetc.states of consciousness. Most often, scientists

talk about trance and/or altered states of consciouth8€y. slpartdfafieldthatwie | cal | 6 m
and tranced6 for short.
In 1980, Gilbert Rougét landmark workKL a musi que et | a transe:

g®n®r al e des rel ati ons owas publshednthesfirsigtaube fulyy tevaded | a
to this issue. A second edition, substantially expanded, was published ten yefirolaget 1990].

The book dealt with a wide range of different phenomena related to trance and for the first time posed
a number of problems and methodological questions. At the forefront were questions about the
relationship between music (as well as daaoel)trance states and the role that music, rasiing,

dance and movement play in the process of achieving such states.

G. Rouget considered the problem of music and trance in a comprehensive manner, at the
intersection of two main approachiesulturatanthropological and musicpakychological, but the
first turned out to be dominant. The scientist considered the contektsoaditions in which the
influence of music manifests itself, for what reasons human communities constantly resort to musical
expression to establish a connection with the world of the s&tred.

All these issues are extremely important for the study of shamanic music, which, however,
the book examines on the basis of very limited material at the time. These are the works of
ethnographers, historians of religion, very few works of musicologistss dnd films. For G. Rouget,
as well as for many other researchers (see, for example, [Siikala, 1978]), the unconditional priority in
terms of the shama&s achievement of ASC was drumming.

However, the author avoided discussing too technological aspects that require interaction
between representatives of the natural sciences and musical anthropoBgibténteractions are
quite rare in practice. Natural science research on the topic of music and trance has long been a
separate field and is developing mainly in two directions. In the first, related to practical psychology,
the works are inscribed in theoad context of music therapy as a direction of paramedicine. The
orientation of this ind of research, aimed at the applied use of music, along with hypnosis, in
relaxation systems for the correction of many psychological d@stsrina, Bunt 2006]excludes
the widespread use of shamanic music as aimed primarily at sensual arousal.

The second, which can be designated as muglgadiological, is directly involved in the
study of the impact of music on human psychophysiology, regardless of the nature of such impact.
This type of research is based on instrumental hardware techniguesany describes the impact
of shamanic and other Atranceodo music on vario
temperature, hormonal levels, and other indicators. This area has a histemed| decades and
currently continues to delop in several large scientific centres (see, for exampliesifige, Fachner
2006; Fachner, Rittne2011; Gingras, Pohler, Fitch 2014; Harn2010; Jilek 1982; Kjellgren,
Erikson 2009; Neher 196¥yoodside, Kumar, Pekala 1997]

In 2011, Ruth Herbert published an article in which she essentially outlined the state of play
in the study of music and trance, which we st
significant bodyof recent research has successfully crossed the boundaries between ethnomusicology
and psychology, and both disciplines are demonstrating a growing interest in capturing the interaction
between music, context, and individual consciousness. The phenorokem@mce is a striking

16 This became characteristic of many subsequent studies (as an example, | will cite the workiamifoRisky
[Jankowsky 200[7 M. Roseman [Roseman 1991], J. Sarno [Sarno 2008] and many others).
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example of the interaction of consciousness and specific cultural contexts, and interdisciplinary
approaches will be highly relevant for future research[ Her h204]t 2011

R. Herbert describes in detail the work &f Rouget highlighting its strengths and
weaknesses. Among the first is the discovery of the existence of various types of trances using music.
Music helps to achieve a state of trance, although the effectiveness of music does not depend on
i mmanent f oprrnmoaple rittireassnocesuch as certain rhythm
conditioned by culture and is based on acquired expectations, and is also associated with the ritual
context. Rouget notes thatusic is a way of creating an emotional climate that exteriorizes trance
and, thus, socializes it [Herbert 2020D1].

Among the shortcomings @. Rougeds work, Herbert notes the omission of entire cultures
and their music, as well as the ignoring of individual musical experiences associated with trance.
Meanwhile, this has become one of the notable directions in the study of the problem in recent years.
In this regard, she considers the important work of Judith Becker, published a quarter of a century
after G. Rouget’, in which a further attempt is made to unite such areas of research as
ethnomusicology, psychology and neurobiology [Becker 2004]. Becker complements the study of
collective rituals with an analysis of the individual experienca @fd elistgned or a,a®t r an
she calls this figure. Slaso explores the relationship between music, trance and emotion, and draws
more closely on the body of work in the natural sciences, which has grown considerably by this
point8 Beckerdoes not deny the presence of immanent qualities in trance music, especially in the
rhythmic sphere, but supplements them with cultural associative links, individual qualities of the
personi the trance subjedtand the possibility of ASC contrdNevertheless, she had to recognise
that the problem of music and trarisdéar from being solved and that purely scientific methads
not a panaced&i Wher eas the sciences of bi ol ogy and n
phenomenon of tracing, trance as inner experience cannot be understood entirely within a scientific
framework, within a biological orientation while simultaneously acknowlegitfie special gnosis of
tracing thatcannotan need not be expi2lained. 0 [ Becker 20/

Since the focus on the individual experience of trance is best suited to shamanic practice, and
the question of its controllability is one of the most important, J. Bé&kasrk remains very useful
for further research in this arda.the case of shamans, instrumental methods of study are actually
very problematic, as a practising shaman can hardly be studied with instruments in a laboratory.
Therefore, it is not surprising that there are still no works in which such studies leaveobeucted
with the mrticipation of bearers of authentic shamanic tradition. A legitimate question arises: how to
study shamanic music in terms of its relationship toA8E?

| have noticed that research on music and trance has most often looked at cultural contexts
and, more recently, individual experience. To a lesser extent, they consider the structure of the
musicatpoetic text. Among the rare works dealing with the mustraicture, or musical texture, of
t he s ha maouiattent®r®veas dragvn to the essay by Francesco Giannattasio published in a

YTo be fair, Beckerds first Oresponsed to Rougettds boc
edition), was back in 1994 [Becker 1994].
18 She proposes a waste bibliography on this subject, mainly by American authors.
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collective monograph on Nepalese shamatisiilastromattei, Giannattasio, Villa 1988]. The
monograph realises a comprehensive interdisciplinary approach, comdssang odnthropologit,
ethnomusicologist and psychiatrist. F. Giannattasio, who took part in the field study of the Tamang
shamanic tradition, conducted a study in which he used: his own records and interviews; records of
Nepali shamans of different ethnic groups made edjyi€&t. Mastromattei; and the experience of the
American anthropologist Larry Peters, who tried to study the Tamang shamanic tradition from the
inside[Peters, Pric&Villiams 198Q.BasedorG. Rouget 6s i dea that in tt
is controlled andnduced by the shaman through the music he perfdBia)nattasialirected his
attention to identifyi ngMastioeatteq Giansattasia,lVillat1888,h ni c
185].

The results of the study showed that such techniques exist. In four of the studied shamans, the
following were observed: an average rhythmic pulsation frequency of around 5 beats per second; an
initial heterorhythm between singing and percussion; an isergathe tempo and intensity of the
sound; and synchronisation of body movements and the percussion instrument. Three of them showed
hyperventilation during the trance entry stage, and one showed a transformation of the rhythmic
pattern and an automatindrease in breathing at the moment of entry into trffM@stromattei,
Giannattasio, Villa 1988, 217].

Comparing the results obtained with the personal experience of immersion in shamanic
practice described by L. Peters, F. Giannattasio concluded that the mechanisms used to achieve trance
were similar. The difference was that the American researcher |#t&exlltural background and
knowledge of the Tamang language that would have enabled him to fulfil the functions of a shaman.
Thus, F. Giannattasio was able to show that there are both culturally specific and universal
mechanisms in the music and trandatienship. He not only discovered and described some musical
techniques for entering trance, but also established a correlation between the state of trance and
changes in the elements of musical structure available for observation in audio recordgaovibi
his approach to be used in further analyses, including audio and video recordings of shamanic sessions
available in archives.

Since the author of this article belongs to the Russian a broad sensé school of
ethnomusicology, which is still based on the studylasfe corporaof notated musical texts,
supplemented in recent years by computer analyses, the study of shamanic music of the Turkic
speaking peoples of South Siben&olved recording, notation transcription and complex analyses
of musical and poetic texts, including analyses of timbre articulatiallowed us to discover a
certain mechanism in shamanic singindjich has been defined égspiratory vibratd[Sychenko
199Q 1992; 1997; Sytchenko 20@4b]. This mechanism lies in the use of different types of breathing
techniques incorporated into the singing process iSkdrtly after the discovery of such a technique
in Chalkan and Kumaimd shamam singing [Sychenko 1990; 1992my colleague Regina
Nazarenko discovered it also in the shamanic singing of the Btazarenko, Arbachakova 1999
Thenl| havediscovered other vocal techniques from Sagay and Beltir shamans §Syeakknko
1997; Sytchenko 2004a] arahrried out a typology of Shor shamanic intonafild2001a]. For
notation of the vocal technique oéspiratoryvibrato, in view of its exceptional importance for

9F. Giannattasio has also studied the interaction of music, ASC and traditional therapies in some African cultures [Coppo,
Giannattasio, Misiti 1988]. In addition, a second lItalian edition of Rouget's work has recently appeared under his
editorship, with greface that gives an extended panorama of the state of the art in the field [Giannattasio 2019].

20 This typology relies on the method proposed by Vladymyr Mazepus [Mazepus 1998].
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shamanic singirig, | have proposed a special notati@ymbol [Arbachakova 2010: 68]This
technique literally permeates the entire text of the shankamndanie published inthe volume on
Shor folkloré? [Arbachakova 2010: 36883].

Within the framework of the same methodolody. S.Gorbacheva has relatively recently
carried out a study of a complete recording of a shamanic session conducted by the Chalkan
shamaness A.K. Abasheva to search for and capture the soul of a sick[aireacheva 2017].

The musical component of the ritual was fully transcribed and analysed with special attention to the
transformations that all parameters of the musical language underwent when entering and leaving the
trance state. Special attention wasd to shamanic intonation: relevant types of intonation forming

a hierarchical system were singled out, their distribution at different moments of the ritual was shown,
and a conclusion was made about the close relationship between the internal ¢dinéeritual, the

state of trance, all parameters of the organisation of the musical text and the change and
transformation of the types of ritual intonation.

In the study by Y. S. Gorbacheva, the causal relationship between music and trance is not fully
disclosed, but it confirms the presence of hyperventilation mechanisms, increased tempo and intensity
of sound in the vocal behaviour of the shamaness. Tha@bséadrumdid not alloved herto trace
the correlation between instrumental and vocal components, but clearly confirmed the relationship
between the vocal componénshamanic intonatioh and the technique of achieving trance

There is no need to prove that the works devoted to the study of the musical component, the
musical text, the sounding matter itself in the total volume of works on the problem of the connection
between music and trance are clearly insufficient. Meanwthidg, are extremely necessary, because
they allow us to trace the universal principles of shamanic music. Our review shows that this kind of
research, as well as complex analyses of shamanic texts, continue to be the most relevant directions
of the study bmusic in shamanic traditions.

A certain supertask of such studies is to substantiate the interpretation of shamanic music as a
cultural phenomenon that includes special vocal techniques associated with altered states of
consciousness, since the use of the latter is a necessary coialitihe existence of shamanic
traditions[Sychenko2021 b]. This could be a significant contribution to the development of the
problem of music and trance.
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USING SHAMANIC MUSICAL TRADITIONS IN CONTEMPORARY MUSIC THERAPY

In the 21st century, music therapy has become a vital therapeutic modality offering holistic
approachew awide rangeof healthandwell-beingissuesDespiteits potential musictherapyfaces
a number of challenges and changing perspectives. A major issue in Azerbaijan is the lack of
standardized regulations and certifications, resulting in variability in practice and qualifications
among practitioners, potentially impacting the qualityherapy.

My research into overtone and throat singing has shown how traditionally associated with
shamanic practices, these methods have a profound impact on emotional and psychological well
being, helping to overcome internal barriers and improve interpersdagbmehips. They also
promote a healthy release of pemt emotions, often caused by a lack of emotional intelligence
training.

In rhythmic therapy, the use of percussion instruments has demonstrated that human
metabolisms dependenbnbrainrhythms Fastmusicalignsbodyrhythms includingheartrate with
active brain states (alpha, beta, gamma). Conversely, slower rhythms lower the heart rate and
breathing, shifting the brain rhythms into theta and delta states, which opens up space for
subconscious exploration and coding of the mind.

Additionally, vibrationalresonancéherapyrootedin Tibetanculture usesTibetanbowlsand
gongs for deep sound and vibrational harmonization. These instruments create unique frequencies
that affect the body and mind, promoting relaxation, stress relief, and energy balance. Vibrational
therapyaffectscellularstructuresandcirculation, restructuringvatermoleculesn the body,which

affects overall metabolism and health. Acoustic cavitation from intense acoustic waves further
enhances this therapeutic effect.
Masaru Emoto's research shows that water can absorb and transmit human thoughts and

emotions. Singing bowls with their powerful vibrations penetrate the body and charge the water
moleculesdeepeninghetherapeutieffect.Understandinghesemethodghroughethnomusicology
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enriches our knowledge of their cultural and therapeutic applications, revealing both universal and
specific elements.
Keywords: Music Therapy ChallengesJraining, ResearciGulturalSensitivity,Innovation
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EXPLORING MUSIC THERAPY: TRADITIONAL INFLUENCES AND MODERN
PRACTICES IN KAZAKHSTAN

Music therapy (MT) is gaining popularity worldwide, including in Kazakhstan, aiming to
harmonizanternal states. However, while various methods exist, their effectiveness is often hard to
evaluate due to a lack of empirical data. In Europe MT involves active client participation (musical
improvisation) while in CentralAsia, itis morepassivgreceptiveform) andfocusingon traditional
instruments sounds. Buropean therapeutic programs, there is no universal way to influence music
on all people inthea a me way. Kazakhstan emphasizes ti mb
properties, using it universally method for psychological Wwelhg.

It is no coincidencehattimber,asqualitativecharacteristiof soundjncludessuchconcepts
as Akonyr o0 dau(yfhsd e efpkdoo nvyori ccey, b yfisl owd sound) . C
between the objectivenaterial and subjectivpsychological properties of sound is the key to
understanding the psychophysiological influence of traditional instruments. For the first tinse in th
study two notableprojectsareanalyzed Raushai® r a z b amusiatharédpgconcerii Ak &k az y 0
(Swan tunes) and Seri k Nurmol dayevds AEtnot he
therapies are seen as transformed versions of shamarticgsas modern realities.

In international music therapy (MT) practice exist numerous methods, schools, models, and
techniques, as well as various ways of practicing and understanding the area of MT. In modern
music therapy techniques, there is no single program that affects meénythe same way. Music

is used individually, depending on the specific situation of the client, with their active participation

i this is known as the performance (improvisational) approach. In Central Asia (CA), a unified
listening approach is emplegl, where recipients passively listen to familiar traditional melodies
without active involvement. In contrast to European methods, where music serves as one element
of the therapeutic session with a focus on the relationship between therapist andnclizht.
sound/timbre is wused as a universal met hod
Differences between aspect could be seen i éide 1
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Table 1

Aspect Europe Kazakhst a
Met hod |l ndi vi dua Uni ver sa
Approach Perf or min Listenin
Clientos Il nteractd.i Passive
Musi c sel e Tailored in Traditional
Archetype Varies by Cul tural an
traditio

The main components that characterize intervediemsed music therapy, according to
leading experts Sheryl Dyleo and Joke Bradt (2007) are as follows:
1. The music therapist must be certified, demonstrating proficiency in both music and therapeutic
practice;
2. The therapy process is personalized, involving assessment, treatment, and ongoing evaluation;
3. A broad variety of musical experiences are utilized in the therapy;
4. The therapeutic relationship between the client and therapist is cultivated through musical
interaction. It is also important to note that in European programs, a music therapist must possess
knowledge in the fields of psychology or psychotherapy (p).44

As can be seen, the primary focus is on building relationships between the therapist and client,

where music serves as the instrument through which the therapeutic process is carried out. What

appears to be important is,ibhbe pheceber apygel
instruments are used in the therapy?o06 (i.e.,
pioneers in MT, Kenneth Bruscia (2014), e mp h
therapyotheoudonmncespot fAmusic as therapyo. Based

World Federation of Music Therapy (WFMT) defines music therapy as follows (We provided the
latest definition):

AMusic therapy is the professional use of
harmony)as an intervention in medical, educational, and everyday settings with individuals, groups,
families, or communities who seek to optimize their quality of life and improve their physical, social,
communicative, emotional, intellectual, and spiritual heaind welb ei ngo ( WFMT,
https://www.wfmt.info/aboyt

In the Europe, music therapy and the profession of music therapists aestablished both
theoretically and practically, and are carried out by professionals. In Central Asia (CA), the situation
differs: music therapy is rooted in archaic forms, wheusicians with knowledge of folklore fulfill
the therapeutic function without a scientific basis. In Kazakh culture, practices such as shamanism
have been used for centuries and continue to evolve. Twdayorms of therapy standout : A The
Swan tiukhklksw fazyo) performed by Raushan Orazh
Serik Nurmoldayev. These forms represent modern versions of shamanic pragédeational and
restitutive, which we have identified, based on the classification Abraam B&g07):

1. Relict formsof shamanism are extremely rare, as they require continuous transmission
of tradition from teacher to student, a process that is almost impossible in modern conditions.
2. Derivational typeof shamanism, according to Yuriy Sheykin (1999), is the most

widespread. They are characterized by a conscious transformation of shamanic functions, with an
emphasis on the artistic aspect and adaptation to performance settings. This is also observed in
Kazakhstan, where therapeutic sessions are transformed into concert versions of shamanism to meet
the needs of modern society.
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3. Restitutive form®f shamanism involve either the revival of a broken practice or its
imitation. Revival occurs when an individual identifies of yourself as a shaman, endowed with
extrasensory abilities and shamanic lineage. Raushan Orazbayeva, a hereditary shamarthbelieve
her ancestors assist her in therapy. Her music sessions have traits of restitutive shamanism, groundec
in the inheritance of a gift and an intrinsic need to heal. Shamanic imitations, such as those practiced
by Serik Nurmoldayev, arbased on the reproduction of folkloric traditions without deep shamanic
selfidentification. Nurmoldayev uses ethnic instruments and creates a staged version of shamanic
practice. Both his ethnotherapy and pri@dpke ofbay e v
shamanisni healing through sound, without the use of psychedelics. Therefore, music therapy in
CA, while transformed, remains linked to archaic shamanic practices.

The therapy consists of 24 kuys titled fAKk
(Baikuatova A. and Nurtaza R. 2023). In Kazakh culture, the swan (akku) is a sacred symbol of purity
and loyalty, linked to the upper world and pré#tazakh toters. The kobyz's form and sound
techniques, resembling the swands cry, refl ec
imitation is a key element for creating a magical effect. Most kobyz kuy are based on sound imitation,
which was central to simanic practices, allowing communication with the spirit world.

A distinctive feature of the concert is the continuous performance of the kuys in quintal tuning,
immersing the listener in an altered state of consciousness. Quintal kuys are older than quartal ones
and share the repetitive structure of baksy sarynss(taat ed as fdAmoti ve, tune
reflecting their origin in ritual practices.
healing rituals, amplifying their power.

The photos directly from two therapy session.

I n Seri k Nurmol daevbds HAEthnotherapyo, ei gh
sybyzgy (wind instrument) to set the particip:
instruments, convey the emotional state of the performers, sesingnduits between the cosmos
and recipients. The use of 30 traditional instruments creates a unique psychological effect,
transforming music into a form of Al i vingodo m
absorbed from the performers, is keyheir psychophysiological impact, promoting personal growth
and releasing blocked emotions. Distinctive elements of each therapy illusffataeen?

Table 2
| The Swan Tune | Et hnotherapy |
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Continuous 1,5 hour|Foll owed by recorde
Quintal twuning and 30 traditional i ns
vi brati on

es altered stalVibrations rele
cts ancient sh|Emphasizes the
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s e
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Therapeutic programs follow a threepart structure: introduction, middle, and conclusion.

I n Orazbayevads concert, the themes include:
structure is observed in Nurmol daylwvofba&ltdamoe
Al oveo. Each part of the two therapy is repr

emotional and psychological progression, with the corresponding musical compositions helping to
achieve the therapeutic gs. Both programs utilize the methods of psychocatharsis and
psychoresonance. The listener experiences the negative effects of personal experiences, leading to
release in the middle of the session and achieving inner balance by the end.
In the circular visual representation could be seen the structure of two therap®shses
1). Eachstage is connected to the central thénieBa | an c e, Bl essingo.
Scheme 1Structure of Therapies

Introduction

Fear
(Nurmoldayev)

Evil
(Orazbayeva)

&_____\/?

Balance &
Blessing

/\\;

Trial

Struggle
(Nurmoldayev)

(Orazbayeva)

Middle

Sound impact is used to enter an altered state of consciousness for both the therapist and the
listeners. Instruments used in therapeutic sessions (kobyz, sybyzgy, shankobyz, asatayak, dombra)
have ancient roots and are based on folklore, making them iagpeeffective for
psychophysiological impact. Timbre plays a significant role, connecting objective reality with
subjective imagery. Timbre is the character of sound, combining both acoustic (as sound is physical
vibrations perceived by hearing) and gsylogical elements. Notably, timbre as a qualitative sound
characteristic includes concepts such as nfAkon
The most important acoustic properties of timbre, particularly in shamanic rituals, are ovanibnes
noi se components that accompany the fundament
of the i mportant means of musi cal expressiono
kobyz, the healing ritual could not take place htaal in shamanic belief, the kobyz with its fantastic,
rare timbre was supposed to have a magical effect on otherworldly forces. The expressive capabilities
of the kobyz in the hands of a baksy aret stil
the kobyz, with its unique timbre, was considered an essential element of shamanic rituals, capable
of influencing otherworldly forces.

Theuniversal characteristicsof these therapies include:

1.The sound impact of traditional instruments;
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2.The collective format of the sessions;

3The therapy concepts align with global met
i . e.., cathartic release, and Pontvikdés <conce
negative effects of personal experiences, leading to releasenmdtiie of the session and achieving
inner balance by the end;

1. The therapies are receptive in nature, involving passive listening without interactive
participation.

Theanalysis of the two therapiesevealed the following functions:

1. Cognitiveenlighteningi throughout the therapy, participants demonstrate a growing
interest information in the origins and primordial roots of Kazakh traditional music, facilitated by the
valuable information provided on this subject. It should be noted that this needsnt@abeat
folklore music arises in all participants, regardless of ethnicity or cultural traditions, indicating the
universal impact of the therapies.

2. Emotionatexpressivé the psycheemotional release occurs through the unblocking of
personal experiences, with negativity being processed through the perception of traditional instrument
sounds. The most expressive release occurs during the main stage of the music theexpyaod
in the concluding stage of ethnotherapy.

3. Aesthetid the formation of a special attitude toward traditional music, contributing to an
understanding of the meanings embedded in traditional instruments, their craftsmanship, and their
sacredness (in the concept of ymboleftheocosmicdmodee nt e
of the world).

Thus, the practical framework of the aforementioned therapies meets various psychological,
social, and cognitive needs of the recipients. Modern adapted shamanic practices are based on the
method of sound impact, used in the healing sessions of shamam&xplains the relevance of
ancient healing methods, as humanity, despite technological progress, seeks natural forms of
interaction with nature. Therefore, humanity consciously strives for this source of primordial roots.

The link between modern European techniques and the methods of music therapy in CA is
the therapist. As previously noted, the relationship between therapist and client is crucial, and in the
programs in Kazakhstan, the therapist also plays a pivotal role in tbenweiand success of the
therapy. The performer of traditional instruments, as the therapist, influences the psychological state
of the client. The energy emanating from the perfoftherapist is crucial in the healing session.

1. Therapist as @entral Figure:

The therapistlient relationship is in both modern European music therapy and Central
Asian (CA). The success and outcome of the therapy heavily depend on the therapist's influence.

2. Performer as Therapist:

In CA music therapy programs, the performer of traditional instruments acts as the therapist.
The therapistds energy and connection with th

3. Energy Transfer in Therapy:

The energy emanating from the therapist (performer) influences the psychological state of
the client.

Music therapy is a dynamic and multifaceted field, with various approaches and methods. In
European countries, the focus is on individualized therapeutic sessions, where music is a tool
supporting the relationship between therapist and client. In CA, leyyelistening approach is used,
where the primary focus is on the impact of traditional melodies and timbre, reflecting the cultural
characteristics of the region.

Shamanic practices in Kazakhstan, viewed through the lens of modern music therapy
programs, demonstrate the adaptation of archaic healing methods to contemporary conditions. These
programs, despite being in concert form, retain the essence of ancienhishagating, based on the
impact of sound. The structure of therapy and the personal involvement of the performer, who also
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acts as the therapist, are both crucial. Thus, music therapy practices in Kazakhstan, despite their
transformation, continue to serve important psyehmtional and social functions, promoting the
harmonization and healing of individuals through deep esmgagt with traditional music and
culture.
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ADALAT NASKBOV AND THE TRADKTK OGBREORMANCEKSIT RUME
THE AZERBAKJANK ASHYG ART

Theformationof theperformanceultureof thegopuz whichis considered sacrednusical
instrumenbf theozanashygartwith amillenniumhistory,andthesazinstrumentwhichisregarded
as its modern successor, has passed through various stages of development. One of these stages
related to the formation of modefshyg art and instrumental performance traditions.Western
ashyg environment, distinguished by the professional standards of saz performance and its master
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ashygAdalat Nasibov's creativity, is characterized by the instrumental presentation of ashyg tunes.
Sincethesecond halbf the20thcentury the instrumentgberformancef sazmelodieshasbecome
widespread in Western ashyg art. This process was directly related to the creativity of a group of
master ashygs. "The ashyg songs "Yanig Karami,” "Dubeyti,” "Ruhani,” "Mikhayi,” "Jalili,"
"Nakhchivani,""'BashSaritel,"anddozensof otherssungby Adalat Nasibovhavegainednew life
in saz performances." In his performance, both the instrumental and vocal parts of the melody were
combined, gaining new tones and reaching a new level of professionalism. The demonstration of
virtuoso skill in playing the saz, as well as the performarfceadous mughams and colorful
variations in the interludes, played between vocal parts, etc. serves as manifestations of specific
aspects of performance traditions within different environments. Nonetheless, the completely
instrumental interpretation of melody can be considered a new and, so to speak, modern example of
this art. In this sens@shygAdalat's creativity has become an example for younger representatives
of ashyg art and thus has given impetus to the creation of a new direction.

Keywords: ashyg art, Adalat Nasibov, instrumental performance, virtuoso, professional,
modern

BERNARD KLEIKAMP
Ownerof PanRecords, a record compafor ethnicandtraditionalmusic
E-mail: bernard@panrecords.nl

Gr NNADY T U NWVHETGREATEST THROAT SINGING PERFORMER

Gennadifumat(19641996)from Tuva,oneof thegreatesthroatsingersver.Tuvain central
Siberia is the I and of kh°°mei, throat singi
singer i s callhleerde kahr°e® neenidz hhhave been many kho?o
a generatiora singeris calledgreat.GennadiTumatwasonesuchsinger.His importancdies not
only in hisremarkablék h © © styke {hemastered alfive maink h °© © stykes),buthedeveloped
astyleall hisown, afeatthatis only reservedor thetruly great. Hisk h © © knewino boundaries.

He (co-) foundedwo ensemblethathavebecomenfluentialandquintessentialTheTuvaEnsembile,

andAy Kherel("Moonlight"). Bothensemblestill existtoday.He wasa prolific composer/lyricist;
hissongs are still sung. Gennadi Tumat's musical legacy has inspired whole new generations of
kho°°mei singers in Tuva.

In my presentatiom will giveanoverviewof five yearsof my workingasaconcertagentand
aasrecordproducemwith Gennadifumat(from 1991to 1996).I'll discussisimportanceinfluence,
andcareerpasednPanRecordsarchivalsourcesextantiterature,andon memorieof peoplewho
worked with him. [I"1l conclude by again stres

Keywords: k h © © me i-singinghruve, dan Records, overtones, the Tuva Ensefyble,
Kherel ensemble

Gennadi Tumat was born on 25 February 1964
south of Tuva, close to the border with MongoMld. six years of agesennadi learne& h © © me i
singing from his father.

Not only learned Gennadi Tumat to master the five main styleshof °© (sygyi kargyraa
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k h ° ° ezengileerborbangnadyy he could sing in many more sstyles, and even developed a
styleuniquelyhis own, a feat that is only reserved for the truly griegglyttyng borbangnadyfglso
calledkishtedir is sygytsinging inborbangnadyrstyle, and is now known as the Gennadi Tumat
style.

A good singer "has a very rich, full sound with a distinguished melody, and with a steady,
sometimes pulsating, fundamental" (van Tongeren 1994: 78). Undoubtedly Gennadi Tumat was one
of the very best, with an excellent control over the whole gamut ofdmacs

He started his career in the state ensemble Sayan as early as 1983. Gennadi travelled already
with the Sayan ensemble to France in 1983, to Japan in 1985, and to Germany in 1987 (Oorzak 2012:
55-56). In 1990 he céounded the Tuva Ensemble. In9G®he was awarded the title of "People's
Kh©° ° me in 2994 he left the Tuva Ensemble to fouhd ensemble Ay Kher&l

Ay Kherel not only performedk(h © °) somgs, but also staged rituals, sttwling, and
games, like&kham(a shaman ceremonyy, h ¢ r(a@verdstling matchkazhyktara game with sheep
knuckle bones), footbag playing,¢, r g e n (tengue tyvstars) antkvek(a game with a circle of
braided hair). All (excepkham) were innovations in stage performances of Tuvan ensembles and
meant to give the audience an impression of Tuvan culture. Some worked on stage, others didn't.

Here's a witness report of a 1994 Ay Khepelformance in Toronto by Andrew Timar.
Andrew Timar has been active in Torontods New
a composer, musician, teacher, arts administrator, and as founding editor of MUSICWORKS, a
Canadian avargarde music magine. Andrew is also a noted gamelan activist. In 2024 the
Indonesian government awarded him the Anugerah Kebudayaan Indonesia (Indonesian Culture
Award), citing his fowdecade career as a composer, suling (bamboo ring flute) and gamelan player,
recordirg artist, educator, researcher anty gamelan musician in Canada.

"I recall an unusual aspect of that performance, something I'd never seen at a concert before
or for that matter, after! Without warning, weito the concert, the musicians started to play an
extended game of footbag (aka 'hacky sack' in N. Americain Bry point of view it was a perplexing
addition to the concertcharming perhaps for a few minutes, but their game went on & on! (...) The
extended footbag scene felt like an odd intrusion into an evening of music, as if suddenly we were in
a theatricakthnographic reenactment set in an imaginary yurt. | had the impression that the staging
of s uc h-baked petformeances designed for foreign touring was still in its early stages, that is
the elements of what met foreign audiences' expectationsstd@etl music concert" was still being
worked out. (...) | figured that the group game was meant to give the impression of "authentic" Tuvan
culture staged for a foreign audience. It seemed to me | was witnessing the birth of an odd sort of
ethnographic thetre which didn't fit preconceived Western notions of a staged music concert for a
paying audience." (Messenger, 20240723).

Gennadi Tumat's Ay Kherel was highly innovative with its presentation on stage. Andrew Timar gives
an excellent analysis of the stage approach of Ay Kherel, I could not have worded it better.

23 One would expect Ay Kherel to end after its founder died, but apperently not so in Tuva. Vladimir Soyan, who was a
member of Ay Kherel in the beginning, continued to use the name for his own ensemble that henceforth | will call
Vladimir Soyan's Ay KhereT hi s Ay Kher el made two CDs on the Lithuani
2008). When travelling to Vilnius with Dutch ensemble Pekel in May 2001, | ran across them in the studio, recording
their first CD. Vladimir Soyan was accompanied byethTuvan musicians who were half his age. | took the occasion to

pay Soyan a royalty fee for his part as studio / accompanying musician on Gennadi Tum&3 Sglp Homeland
¥ver", and asked him to bring eq ther hccompanysng musiciaosaas wellaso T u
to the accompanying musicians on Nadejda Kuular's@Blgnamely Omak Tumat, Stas Danmaa, Sergey Ondar, Otkun
Dostay, Karakat Soyan, Boris Mongush, Vladimir Mongush, and the Sayan Ensemble). Vladimir Soyan's &y Kher
stopped performing before 2010.
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With Ay Kherel | organised five concert tours in various countries in 1994 and 1995. With the Tuva
Ensemble | organised countless concerts, tours, and other activities.

In 1994 Ay Kherekook part in the opera production dloaclt® of the Nethends Opera in
Amsterdam. Noach is an avangarde opera with strong frgezz influences and nsical
improvisations. IlNoachthe members of Ay Kherel were impersonating the (sounds of the) elements
through (improvisedk h ° ° singirig and as actors they participated in the produétion.

In 1991 and 1992 my company Pan Records released two CDs of the Tuva Erfseentue
1) with GennadiTumat'sparticipation. In 1993 the German company Network Medien released a CD
of the Tuva Ensembtétited " Tuvi ni an Singers and -SWgirgiframiten s .
Center of Asia In 2000 Pan Records released Gennadi Tumat's posthumo@36My Homeland
¥vert I n 2025 P aseaRRa @Genmhd's epderabie 2\y khanethrstedioerad
live recordings of the mid990s from the archive of Pan Records.

Tumat's texts were praised everywhere. He sang about the beauty of his home area, nature,

and his family and relatives. And he sang abdolt © °snen gi ng . ASi nging shol
the heart, or wi:l®4).soul 06 (Van Tongeren
AWhen performing, Il think about what | am

| want to share the tradition the best way | can. | know | have limited time for these visits and if | start
missing home, it will affect my work. So | prefer nothoit n k  a @leestraitsi TimespSingapore,
10 June 1995)
Today he is remembered as one of the gredtstoP °© singing.He died on New Year's Eve
of 1996.

Gennadi Tumat's influence

To try and paint a picture of Gennadi Tumat, | have collected quatesrefor-less influential
peoplein world music,who met him and/or were present at his concerts in the 1990s, followed by
some recent quotes with reactions to his video on YouTube.

1. Gary Cristall, folklorist, organisgmriter, programrar of the Vancouver Folk Music
Festival in the late 1980s and early 1990s, gives his recollectiomswthie Tuva Ensembleame to
Vancouver in 1992:

"Before | received a call from Bernard Kleikamp my knowledge of Tuva in 1991 was
restricted to two things. One was a newly published &oblva or Busd | had read a few reviews
of. The other was my youthful stamp collection which contained a few diamopddskammps with
exotic animals on them from somewhere called Tanna Tuva. Then Bernard Kleikamp called me and
asked if | was interested in bringing some traditional Tuvan musicians to my festival in Vancouver. |
candt quite r eme mb ewayroméone and thevadfise, Belmard was an agena s
with whom | shared an appreciation for the finer things in world music. He had made some good

24 An overview of my work with Tuvan musicians ("Concerts and other activities of Tuvan musicians in the 1990s
mediated by Bernard Kleikamp") has been published in the online electronic magazine "The New Reserach of Tuva", no.
3, September 2024 (https://hitva.asia/nit/issue/view/63).

25Noachis Dutch for 'Noah', the biblical figure.

261 wrote about that in my essay "The biblical flood anaitsrtones: the opera of Noach with the participation of Tuvan
throatsingers, which is based on my presentation in June 2023 at the 2nd Symposium of the ICTMD Study Group on
Global History of Music (in Palermo, Sicily).

27| acted as intermediate in this production.
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things possible at the festival | @&imThe Vancouver Folk Music Festival. Now he was somewhere
with a bunch of Tuvan musicians and wanted to know if | wanted to bring them to Vancouver. He
held up the phone and wonderful music came down the line alongawite unearthly vocalizing. |

was excited. It was a deal' A few months later my excitement was shared with thousands of festival
audierte members." (enail, 20240311) (see fig. 2).

2. Min Tanaka is a worldenowned Japanese dancer and actor, active since 1966. Tanaka was trained
in ballet and modern dance, but in 1974 turned his back on these forms. Tanaka organized an "outdoor arts
festival," which was largely unfamiliar in Japantlag¢ time, by utilizing a mountain village in Yamanashi
Prefecture, where he lived from 1988 to 2010. He formed an executive committee to curate a diverse program
featuring contemporary art, architecture, physical expression, Japanese folk arts, amdarpdiformances
from around the world (official web site: http://www.rdianaka.com).

"l was fortunate to encounter Gennadi Tumat and the Tuvan Ensemble members. We met each
other for the first time when we worked on an opera in Amsterdam (Noach, 1994), and | then sincerely
hoped to invite them to an outdoor art festival (Art Camp Hakiisthat my fellows and | organized
utilizing Japands rural environment. At a ti m
they presented an exceptional performance no one had ever seen and strongly impressed the audienc
in that very rare st@hg. All that happened because nothing other than their pure, beautiful presence
inspired me. Since then, they have become my
so often." (email, 20240813)

3. Choduraa Tumat is a thresihger and multinstrumentalist from Tuva. She graduated on
the Department of National Instruments, Kyzyl College of Arts (1995) and later from the East
Siberian State Academy, Faculty of Arts in 20CRoduraa works as a teacher of Tuvan traditional
music instruments arkl h © ° antha Pedagogical College of Tuvan State University in Kyzyl and
is also the leader of the all female ensemble Tyva Kyzy (Daughters of Bineayaghe first woman
to hold thehonorific of "Peopls Kh©° ° mei zhi " .

"l saw him on stage a few times, and once in 1990 or 1991 before the concert in my village,
they all were preparing to dress at my school. And personally | met him in 1994 or 1995 spring, at
home of my teacher when | was a student of Music College. Margstl saw him on TV. Later, |
started to learn Tuvan h ° ° frore his recordings (from your company Pan Recaaligins). | have
listened to the Tuva Ensemble and Tumat's CD and recordings maybe over 100020229620
via WhatsApp).

4. Istvan @nha Hungarian musician, musicologist, researcher, and concert organiser
member of the Hungarian Academy of Sciences (20240915 via WhatsApp)

"I remember this time very well, because it was after my trip to Tuva in '93. We met
accidentally in Budapest after the concert in front of a place called Tilos am 26(June 1994).

There was a festival and during this festival they played there. I invited them to my garden, We first
went to Lake Velencei They were happy to swim there. After that we went to my place in
Pil i sbor os| ePilisMountaind, vehgre at that time hlieed in a garden, it was practically

a summerhouse, but | lived tieepermanently. And | organised a small pdsiye fig. 3) a kind of

picnic, with Hungariangoulashmade from a sheep. (...). | was young and it was after the 90s
revolution in the socialist m@ment with illusions and ambitions. They were part of this. Thiy

were very open, we could drink without agression. (..J983vas not a happy moment in Tuva, it

2" Art Camp Hakushuo was held in Yamanashi Prefecture.
performance in total.
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was an antivhite colonial me@ement andt was not clear if Tuva woulcemain part of the eSoviet

Union, or was there another way to manage a new life. (...). But in my garden it was a real moment
and not (a kind of) propaganda. | coslgeak Russian well at the time, and (the Tuvans and 1) we
could speak about everything. It's very sad that a few years later Gennadi died, that was a sad moment
for me to remember (...)."

5. Syldys Tumat

"l am the fifth of 6 boys, Gennadi was the oldest. There is a brother Omak, you know him,
also ak h ° °gnger. The youngest brother Sayan was alscha® °© m &nfartimately, he died at
36 years old. There is Gennadi's grandson Arthur. He playh#uaganand his talentfok h © © me i
reveals itself. He also has a nephew, vghalso interested ik h © °."rfeemail, 20240606).

6. My own recollections of Gennadi Tumat.

I've written quite a few essagser the ast four years about my work with Tuvan musicians
in the 1990s. Gennadi Tumat has often been mentioned in those but almost always in a neutral way.
Never have | mentioned what an incredibly nice man he was. I've worked with him and his ensembles,
The TuvaEnsemble, and Ay Kherel, for about five years and met him many times in the first half of
the 1990s. When once (in 1991 or 1992) | told him that | was interested in historical footage of Tuvan
throat singing, theon his next concert tour, in April 1992, he brought the-3ePfrom Melodiya,
titted Pesnyi i Melodii Tuvy, and also twelur VHS video for me to borrow and co@n those
VHS cassettes he had collected all-Bvid film footage of himself and the Tuva Ensemble up until
about 1990.In the meantime | havput some of that video footage on my Youtube channel
"Pansdelight”, under the playlist "Tuva" and will continue to do so.

When, after the summer of 1993, | had to make a choice which of the two ensembles of Tuvan
throat singers that | had worked with so far | would like to continue working with in the future, the
ensemble of Gennadi Tumat, or the ensemble around Kaa&lhovalyg, | chose Gennadi Tumat's
ensemble. In later years when people asked me what my choice was based on, | always said | preferrec
the more traditional approach of Gennadi Tumat. Now that I look back on it after 30 years, | think
that was not the full ety. | had a soft spot in my heart for Gennadi Tumat, that's why | chose to work
with him. And of course he was a great singer. | remember him as always smiling when we met.

7. On the occasion of Gennadi Tumat's 60th birthday (had he lived), 25 February 2024, | published a
video of Gennadi Tumat performingsggytsong at the WDR folkfestival in Cologne, Germany, 4 July 1994,
on my YouTube channel "Pansdelight”. At the time of writing (December 2024) this video has been watched
35,000+ times in just over nine months, and has garnered a panoplexy of reactions, like:

A HKih® °kmmedws no boundari es, itds simply a mirac

A 1lt's a shame we |l ost such a guy!

A This is Gennadi Tumat, hi s -singisg Nopeehasgeibeenu nni q
able to replicate his style! (Youtube 20240603).

A 1 think he hassygytevereamengTuvansn per f or mi ng
A There is no such voice on earth.
Conclusions

Organising concert tours, like fieldwork, is not jast orandoff thing. Often it is(the start
of) a relationship that continues until one of the "partners"” retires, or even dies. | stayed friends with
many of the musicians that | organised work for in the 1980s and 1990s. Undoubtedly, if Gennadi
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had not died, we would still have been friends today and possibly be working togethestance,
| am still friends with Kaigabol Khovalyg, who was with Gennadi in the Tuva Ensemble in 1991
when | first met themand started to work with therm this essay I'm putting (my work with) Gennadi
Tumat his ensembles and the tours that | organised for them in focus and historical perspective.
This presentation is part of an ongoing research. In 2017 | was asked by a representative of
the Tuvan Ministry of Culture and the Center of Tuvan Traditional Culture to write the story of my
involvement with music from Tuva in the 1990s. This is part of that story.
So far this is myseventh essay on the subject. It may be the last befranseny point of
view the subjecis nearly exhausted. It is appropriate that this éastyof the series is devoted to
Gennadi Tumat, one of the greateskdh ° °© smegers.
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Fig. 1.The Tuva Ensemble. Left to right, Kaigabl Khovalyg, Kongaiool Ondar, Gennadi Tumat.
24 February 1991Royal Tropical Institute Amsterda. Photo by Bernard Kleikamp.

Fig. 2. Left to right, Gennadi Tumat, Sergey Ondar, Anatolii Kuulalul9 1992 ,Niagara Falls
(Canadian side), a sidestop on their way to the Vancouver Folk Music Fedtiotd. 3 Bernard
Kleikamp.

Fig. 3.Ay Kherel (Gennadi Tuma guitar, Vladimir Soyan, Orlan Chudekpen, Leonid Oorzhak
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CONTEMPORARY TRADITION BEARER: MUSICIAN, RESEARCHER - ARCHIVIST,
PEDAGOGUE ¢

After the independence of the Kyrgyz Republic, the viability of Kyrgyz traditional music
evolvedsignificantly.In thecomplexglobalizedcontextof moderrsociety preservingolk traditions
now requires a comprehensive cultural policy at the state level. A bearer of traditional musical art
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must be prepared for research work, which involves systematically collecting musical material,
notating it in complete vocahstrumental form with performance remarks, and studying the
traditionalformsoft h e eaistencgsecialconditionsandthepsychologyof ustatymastersand
shakirtgstudents)aswell aspublicperceptiorof thisartform. Thebearerarchivistasadocumenter

of tradition, combines performance practice with the collection and systematization of materials
related to traditinal music, including musical notations, auslideo recordings, texts, instruments,
legends, and statements. Meanwhile, the bdesmher plays a vital role by using authentic
recordings of great masters, ensuring that these recordings are accurately audaaligned with

the entire performance complex. The ability to master the secrets of performance is impossible
without adeep beliefn thevalueof this profession, saluethat society must recogniaad uphold.

The bearemusician is a keeper ofadlitions...The training of Kyrgyz traditional music bearers has
long followed the "ustashakirt" system, where students, or "shakirts,” learned orally idifeal
conditions by accompanying their teachers during performances. However, the Soviet education
system déruptechis tradition, replacing it with academic standards and leading to the loss of many
traditional compositions and practices. In the modern world, characterized by rapid technological
changes, the preservation and development of traditional cultaces both challenges and
opportunities. Information technology, including social networks, provides new avenues for
disseminating and preserving traditional music. Bearers of traditional music are now compelled to
master these modern technologies, usagt as essential tools to study, preserve, and popularize
their cultural heritage, thereby contributing to the continued evolution of Kyrgyz traditional music.

Keywords: Kyrgyz traditional music, cultural preservation, tradition bearer, 1sétakirt system,
researchearchivist, performance practice, information technology in cultural heritage
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THE THESIS OF THE REPORT ON THE TOPIC: "THE WORK OF GIZAT SEITKAZIN
IN THE TRADITIONAL DOMBRA MUSIC OF THE KAZAKHS OF
XINJIANG (CHINA)"

Thisarticleis devotedo thestudyof thework of thefamousmusician traditionalperformer,
composer, kuishi of the XXXI centuries Gizat Seitkazin (1942011) in Xinjiang (China). The
creativeactivity of thenuggetperformeiis closelyconnectedvith thedombramusicof theKazakhs
of Xinjiang. As it is known, the term "kuishfunctions in the traditional instrumental music of the
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Kazakh peopleThe compositional arbf kuishi G. Seitkazin is considered from theint of view
of his compositions related to the theme, as well as performing skills.

Thearticleis basednexclusivematerialscollectedoy theauthorof thepublicationasaresult
of searching and systematizing various archival documents, personal correspondence, meetings,
recordings of conversations and interviews. G.Seitkazin was not only a virtuoso performer, but also
the author of many songs and kuys that left an indehfrk in the hearts of the Kazakh people.
Usually, compositions coming from the composer's pen will certainly find their performer and
listener, because this isaotly the whole point of his work.

The traditional work of Kazakh folk composers in China has deep historical roots and a rich
culturalheritageComposersreatemusicthatreflectstheuniquefeatureof theKazakhpeopletheir
customs, traditions and worldview. In addition, Kazakhs living in China are influenced not only by
theKazakhmusicaltradition,butalsoby Chineseculture.Thissynthesi®f variousmusicaltraditions
makegheirwork uniqgueandmemorablenotonly preserveshetraditionsandcultureof theKazakh
people, but also contributes to their promotion and popularization beyond borders.

Kazakh folk composers such as Gi3aitkazin are carriers of traditional dombra music and
guardians of the musical heritage of their people.

Keywords: dombrakuishi,composerChina(PRC),Xinjiang, Tarbagataitradition,music

The traditional creativity of Kazakh folk composers in China has deep
historical roots and a rich cultural heritage. Composers create music
demonstratinginique features of the Kazakh people, their customs, traditions
and worldview. Moreover, Kazakhs living in China arspirednot only by
national musical culture, but also by Chinese culture. This synthesis makes
their work unique and memorable, while preserving the values of the Kazakh
people and contributing to their promotion and popularization cutid
borders.

In Xinjiang, an autonomous region of China, where a significant number of
Kazakhs live, dombra is a symbol of national identity.

Givenarticle is devoted to the study of werky Gizat Seitkazirbeinga prominent representative

of the traditional Tarbagatai dombra school in Xinjiang (or X3ARHe was a famous musician,
performerplayingthe national dombra instrument, composer and kifishi

SeitkazinG. was a talented descendant, follower and continuer of the performity art
Kairakbai Shalekenuly (1828877) and Bazgalam Aikynbayuly (186®32). Following their
performing tradition, the composer was able to carefully preserve and pass on part of his creative
heritage to a new generation of musicians, becoming a 'golden 'etgeeen the past and the
present.

The kui$! by Bazgalam and Kairakbai, in Gizat Seitkazin's performing version and
arrangement, impressed listeners with their extraordinary virtuosity, variety of stroke techniques
andmetrorhythms while creating their own unique individual style in music.

The personality and work of the kuistbmposer began to attract many researchers from the
Xinjiang Uygur Autonomous Region (XUAR) during his lifetime (Nurlikhah, Kyzken'Y .,

29 XUAR is Xinjiang Uygur Autonomous Region

30 Kuishi is a musician who plays Kazakh folk instruments and performs works by both folk composers and his own
compositions.

31A kui is a genre of Kazakh instrumental music.
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Zhakypbekzh., Shakenzh.) and manyothers. However, most of the available literature and
information published in XUAR were in thgtote jazwe®? script which caused difficulties for
researchers from other countries and regions of Kazakhstan when reading and deciphering. The
limited availability of information and sources in studies on dombra music of Kazakhs in XUAR
still remains relevant today.

The article attempts to identify and examine the creative facets of Gizat Seitkazin's composition art
in terms of his works related to themes, as well as performing skills.

Givenarticle is based on exclusive materials collected by the author of the publication as a result of
research during folklore and ethnographic expedittondrumqi (PRC) conducted in 2007 and
2010.

All information about the composer was systematized from various archival documents, personal
correspondence, meetings, recordings of conversations and interviews both in China and in
Kazakhstan.

The first meeting with Gizat Seitkazin took place in Almaty (Kazakhstah)tatnational
Festival in 2009. He was specially invited to participate inRéstival, where he proved to be a
brilliant kuishi performer.

SeitkazinG. was not only a virtuoso performer but also the author of many songs and kuis
that forever remained in the hearts of the Kazakh people. The compositaisd witithe pen of
the composer invariably found their performer and listdBecause this was the whole point of kuishi
creativity.

Seitkazin G. In the photoA. Ulkimbaeva, G.
Seitkazin,B.lgilik and S.Utegalieva

When he was grforming on the big stage of the Kazakh National Conservatamed after
Kurmangazyand at the Dzhambul Central Kazakh Philharmonic Society in Almaty, the audience
kept applaudng for a long time and did not let the kuishi go. He performed kidifis own
composition:cKor k e m &(¢tBaeéaéurt i f i’ andeArmlgsy (cFightd). Theywere a great
success.

Among his compositiongD a u éd kpi deservespecialattention. It wasreated based on
Maxi m Gor kcyhg sStormwoRetkel In 1986 ¢D a u éd kpiavas performed by Gizat
Seitkazin's student Erkin Yergemdwon the highest rewardt the International Competition of

¢t e jazuée is a script in Ar abibhmetBdityssprab et i ntroduced
33 Zhaiyr is the name of a mountain in the Tarbagatai regiotU#R.
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Traditional Performers among Chinese composEng author received an Honorary Diploma of
¢cGloryeé.

Seitkazin's work includes more than 15 kuis of his own composition, sucBaggynysk
(cYearning), cAke Tilegie (¢Father's Wish), cArmaré (¢cDreane), cArdagee (¢Veteram),
cDostaraie (¢cFriend®), ¢Baldauree (¢cChildhood), ¢Sapaé (¢cThe Patk), ¢Sary Kaskayn
Saryrye (¢cMelody of the LightHeaded Ong), ¢cZhan Syrg (cMystery of the Sowd), ¢cTogyskan
Tileke (¢cCherished Desig), cTaitalag (¢cCompetitio), ¢Kasimbaé (the kuishi's name),
cYntymak Zhenig (¢Victory of Unitye) and others

SeitkazinG. composedver60 songs based on his own words and the verses of other authors.
They are as followsgDumanyne, ¢Tugan Zher Atamekeén(cHomeland Atamekes), ¢Taktadae
(cAt the Blackboard), cZhaksy Kelire (¢cKind Daughtetin-Lawe), cAk Sunkae (¢White Falco®),
cKaragai Bastag (the name of a locality);Munayshi Karyndas (¢Sisterof Oil Workere), cAk
Syrga (¢White Earringg), and many other songBheyare very widely known among the people.
Nowadays, Gizat's songs are successfully passed down from generation to generation. The best
examples from the kuishi's compositions are preserved in the archival audio collections of radio and
television in XinjiangUygur Autonomous Region and Beijing, and were also recorded on radio in
Kazakhstan (2011).

In addition, the composer's kuis were notated by the author of the article in thgAbysikgy
Shugyla (¢Distant Shining), published in 2011. Awe can seghe themes of the aboweentioned
compositions were diverse. Basically, they were all dedicated to close people and events surrounding
the composer: to his fathegAke Tilegie, to veteran$ cArdageg, to friends’ ¢Dostaraie, to¢Sary
Kaskan's Sary@ There are also kuis expressing the composer's state of mind, sghrese,
¢Sagynysk, ¢cZhan Syrye, etc. Each work stands out for its lyricism and clarity of interpretation,
purity of national color.

Listening to Gizat's kuis, one can imagine that instrumental music came easily ta the
element of melos there is a sense of ease and a certain freeclimpoked thinking. Itis confirmed
by the performance of the kuishi himself. Knowledge and understanding of folklore have been
demonstratedh the composer's work since his early years, embodied in his own compositions. From
the richest heritage of folk creativity, the composer drew on what he liked and received inspiration,
creating various imageof nature and pictures of folk life.

The composer's life was not easy, as he went through a difficult journey. From the very
beginning, he faced a challenging fate. Gizat Seitkazin experienced severe political changes among
ethnic minorities in Xinjiang (1968976). During the most desperateoments of his life, the
composer tried to stay positive thanks to his-stringed dombra, which brought into existence many
songs and kuis that enriched the golden fund of Kazakh musical culture. All the talents and
achievements of the composer becaneepitide and national treasure of future generations. His son,
Duman Gizatuly, is following in hisreative work

Gizat Seitkazin's original works and performing style ra@ly distinctive. The kuishi has
developed his own author's and performing style: extracting soft and gentle sounds on the dombra
neck with his left hand and creating smooth, winding movements with his right hand, leaving an
indelible impression on the listendihe root isthat Gizat's beautiful compositions have inherited the
musical and performing traditions of his ancestors' dombra art.
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The melody and variety of performing techniques create an aesthetic effect. Strokes and
rhythmic forms, methodsf pressing on thperne*, musical phrases and melodic miermtives(S.
Utegaliyeva's term), figurative skill, sound coloridgall these characterize the traditional features
of the'shertpe’ style in Kazakh dombra music of Xinjiang.

However, the melodies of Gizat Seitkazin'sskare distinguished by their new trend of motifs.
They are unique and unlike each other. Wheret the composer, he told how in his youth he played
the Chinese musical instrument pip&3]. He mostlikely usedthose elements ofhis playing
techniquess forthe dombra. Therefore, the musical and stylistic ingenuithekuishicomposer,
embodied in his work, has such a vital force, preserved in the memory of the people.

The musical skills of Gizat Seitkazin are characterized by technigues of sound production on
the instrument, which includgshertip tarte (playing with a pluck) [1, 54] andtermes (from the
word cterip oynae@ i selectively). In this technique, the thumb and index finger of the right hand
simultaneously perform alternating movements across the strings. When performigigmiee
stroke (plucking upwards), the index finger of the right hand is most often used.

1 cAke Tilegie
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The kuiplayer was able to reproduce all these techniques in such an expressive form that each
sound of the dombra stands out for its beauty of sound combined with diverse rhythms.

The main intonation and rhythmic complex, which sounds at the beginning of the kui and
consists of repeated sounds and rhythms, represents an individuahmitve that sets the general
tone of the composition as a whole. In the process of developing the composition, this motive is
intonationally repeated in different registers of the dombra.

34 Perneare divisions on the dombra neck acting as a function of notes
35The pipa is a Chinese fdwstringed plucked musical instrument of the lute type.
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Particularly expressively, the kplayer emphasizes the repeating melody sound by
performing descending and ascending movements on the neck of the dombra, conveying the
sensation of a curling sound.

In order to expand the dombra repertoire and promote folk art among musicians in
Kazakhstan, various activities are carried out, such as participating in and collecting folklore
materials during ethnographic expeditions, recording and preserving songsgisuiy different
performers on audio devices, and arranging and transcribing folk music for various instruments,
including European ones.

As researcher Bekenova states in her article, through the arrangement and transcription of
Kazakh folk music samples, a national concert repertoire is formed and expanded [2np. 2].
conclusion,l would like to say that folk composers such as GiZitkazin are the bearers of
traditional dombra music and custodians of their people's musical heritage. The musician's work in
the dombra tradition of the Kazakhs in Xinjiang (China) is an essential part of this ethnic group's
cultural legacy. Moreovethe activities of such musicians include not only performing music but
also composing new works that preserve the traditional style and passing on the art of playing the
dombra to future generations.

An important factor is the preservation and development of national music, as well as
supporting cultural ties between ethnic Kazakhs in China and those living in other countries.
Studying regional styles, performance manners, and instruments of trddiioparformers has
provided a deeper understanding of the local characteristics of Kazakhs living abroad.
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SERGEI ZVEREV-KYYL UOLA T AN OUTSTANDING YAKUT
FOLK SINGER AND FOUNDER OF NATIONAL STAGE CULTURE

Abstract. This article is dedicated to the work of the outstanding Yakut folk singer and
founder of national stage dance culture, S.A. Zweyl Uola (19031973) and traces the
development of the singer's performing style within the context of the historicatwdnaal
environment of Yakutia in the first half of the 20th century, presenting his creative path at the origins
of the emerging Yakut musical art. The book examines his development as a perfarsiager
improviser, an olonkhosut (folk singe a lead singer, a choreographer of national Yakut dances
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(osuokhai), and a poet. Being simultaneously a singer, author, dancer, choreographer, and an expert
in folk art, Yakut customs, and rituals, S.A. Zvei€yyl Uola combined living folklore traditions
with his own amateur artistic endeavors in his work, rioating to the development of professional
musical art in Yakutia on these foundations.

Keywords: Yakut folk music, S.A. ZvereKyyl Uola, Yakut folk singer, olonkhosut, Yakut
national song tradition, Yakut folk dances, osuokhai, lead singer, Yakut professional musical art.

The famous Yakut folk singer, lead singer of the national round dance Osuokhai, expert in
ritual dances, and shamanistic mysteries, Sergei ZAKyghUola (1900 1973) played an important
role in preserving and fixing the genres of Yakut folklore, fornaimgteur creativity and professional
art on their basis.

The name of S.A. Zverev became known to the general public from the end of 1930, thanks
to publications about him in the republican press. The phenomenon of his work has been studied by
musicologists S.A. Kondratyev, E.E. Alekseev, G.G. Alekseeva; aitsciR.P. Makarova, A.G.
Lukina, A.N. Zvereva,; folklorist V.V. lllarionov; linguist N.E. Petrov; and literary scholars G.K.
Boeskorova, G.M. Vasilyeva, N.I. Bugaeva and D.S. Zvereva [1; 2; 39418; 1219].

The life and work of this famous ethnophore was the subject of mainly popular literature and
memoirs [7; 9; 11]. Bibliographic indexes were published [20; 21].

In the 192061950s, in Yakutia, as elsewhere in the national autonomies and fraternal
republics of the Union, processes of new cultural construction were actively underway. The musical
culture of these peoples was experiencing a new stage in its devetdpinaditional forms of
creativity entered into interaction with genres emerging on their basis in professional art.
Ethnophored the bearers and connoisseurs of national culture, folk singers, and peréosaered
as a kind of bridge between oral fakd written forms of art. As a result, new forms of creative
expression emerged: amateur performances, folk theater, and so on. Yakut folk singers played a major
role in this process.

In Bashkiria, there wereaigush wandering Bashkir singers, asdsensimprovisational
poets. In Western Asia and the Caucasus, there agnegs(from the Arabic and Turkic ashik,
meaning lover), professional folk poets and singers, performettasting[18, p. 47]. In Central
Asia, there werdakhshiin Uzbek,bagshiin Turkmen, andakshiin Kyrgyz, folk storytellers and
poets who sang, accompanying themselves odutee anddomra[18, p. 59]. Kazakh folk singers,
akynsDzhambul Dzhabayev (1846945 and Toktogul Satylganov (186%933), performers of the
komuz became the founders of national Soviet literature [18, pp. 24, 171, 547]. Mongolian solo
singersduuchj who performed drawouturt-duusongs and "body dancedli€lge, were also well
known. For example, Ishdulam (1872®54), a Mongolian composer, founder of Mongolian theater
art, organizer of amateur performances, and director of dance performances [22], was a prominent
figure. Similar musical and historical procestask place in Yakutia.

Sergei Afanasyevich Zvereayil Uola was born in the Tyubyaysky nasleg of the Suntarsky
ulus of the Vilyui district of the Yakutsk region at the turn of the 20th century in the afgalmfay
Zharkhan. The local Yakuts trace their origins to settlemfCentral Yakutia in the 1640s. The
Vilyuy region has historically served as a unique highway along which people migrated from the
southwest to the northeast. Movements also occurred from south to north. This region became the
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second primary center of Yakut settlement. Initially, these were small hunting groups from the Lower
Vilyuy, followed by hundreds of Zharkhan and Bordon people, who, as noted above, migrated from
the upper reaches of the Sinyaya River to the Middle Vilgliyhe way to its headwaters. Alongside
them were the Khangalas and Nam Yakuts. By the second half of the 18th century, the Vilyuy colony
numbered up to 20,000 people, and by the-i8ith century, up to 50,000 Yakuts. Four uluses
(districts) were formetiere, of which Suntarsky was one of the largest. Moreover, their populations
were comparable to those of the Yakut Okrug. Thus, this was a crossroads of ancient cultural
migrations and diffusions. The Vilyuy cultural tradition in Yakut folk art was formere. This
includes the storytelling school and style (G.U. Ergis, N.V. Yemelyanov, V.V. lllarionov, A.A.
Kuzmina, and ot her s) . ifligbtjumps)iaVilyuy stylel wadoffeh ysed¢, ¢ k-
by the future master in his stage dances [144941].

The unique hunting and taiga pastoral life of the Suntar Yakuts influenced the formation of
the folk singer's personality. Having experienced the fate of a khamnachchyta farmhand, he acquired
extensive life experience. The geography of his wanderings satiestern and Southwestern
Yakutia, from the Olenka River to the Olekma River and even to the Amur River basin, is impressive.
S.A. Zverev experienced the unique challenges of mining in the Bodaibo mines and working at the
Kempendyay saltworks. His numesuaontacts with representatives of other cultures, particularly
Russian and Tungus, are noteworthy.

Communication with shamans Nikon Vasiliblyykan and Yrdyan Dyakyp provided him
with essential knowledge of ritual practices. He observed their actions and participated in some of
them himself. A singeartisandemiurge who combined extensive everyday ticacwith diverse
industrial skills, S.A. Zverev was also a-ceeator of the cultural environment from which he
emerged. The identity of this folk singer was finally formed in the villages on the crest of the Soviet
cultural revolution. In the 1920s, heaw an active participant in social processes. For example, he
performed his storytelling repertoire at Ysyakh festivals, at new Soviet celebrations, and during
workdays. Since 1938, his repertoire has been recorded, documented, and published. He aso becam
involved in the literary process, becoming a member of the Writers' Union of the Yakut ASSR.

The widely known and worldenowned Yakut ethnomusicologist E.E. Alekseyev, like the
first Yakut composer M.N. Zhirkov, who collaborated with S.A. Zverev, drew attention to the singer's
comprehensive and profound knowledge of Yakut musical folklore. Heevatlmout S.A. Zverev's
improvisations in one of his fundamental monographs [2, pp1292 In his opinion, the mastery
of folk songwriters lies in their ability to achieve extreme expressiveness and vividness of musical
imagery without exceeding the litaiof limited scales [2, p. 194]. The ethnophore, singer, and folk
performer S.A. Zverev possessed all of this in full measure.

In the 1940s, his artistic talents were fully revealed. From 1942, having joined the 2nd Nyurba
Traveling Collective Farm Theater, he participated in theatrical productions, where he gained
considerable stage experience. Zverev participated in the majosition from olonkho to
professional art (G.l. Vasiliev, I.V. Pukhov, G.G. Alekseeva). The famous olonkho "Kulun kugas
attaakh Kullustai Bergen" ("Kullustai Bergen on a RBxdwn Stallion™), which was part of his
storytelling repertoire, was staged foe thirst time.

Zverev was directly involved in new cultural trends. In 1943, he was invited to join a creative
team that included such figures as M.N. Zhirkov, D.K. SiiSaerun Omollon, and N.M.
Zabolotsky, to create a national theatrical repertoire in Moscow inboodtion with Moscow
musicians and directors.

Zverev served as one of the consultants in the production of the national theater's landmark
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production$ the first Yakut opera, "Nurgun Bootur" (1947), and the first Yakut ballet, "Sir Simege"
("Wildflower"), set to music by M.N. Zhirkov and G.I. Litinsky. It should be noted that, thanks to
this fruitful collaboration, Sergei Zverev interacted sdly with his colleagues and other folk
performer® Ustin Nokhsorov, loakim Izbekov, and others. It is believed that they mutually enriched
their knowledge and skills in the field of folk art. These figures represented a different regional
cultural tradition.

A trip to Moscow and interaction with prominent figures in Russian culture gave Zverev a
powerful creative impetus, enabling him to create his most significant poetic works. Among them,
for example, is the poem "Uluu Moskuba tuhunan toyuk” ("The Tale eatGvioscow,” 1944). He
subsequently expanded the themes of his works. Boeskorov concluded that these were successful
variations on ritual and everyday songs that had become obsolete by that time [6, p. 32]. A significant
analysis of his poem "The Tale ofét Moscow" occupies a prominent place, using it as an example
to demonstrate Zverev's strengths in his ability to practically apply the visual means of his native
language [6, p. 60]. His significance as an "improviser of new original songs on contempora

themes" is particularly emphasized [ 6, p . 6 2]
(AGI ory to you, gray taigao), AKiI hi uonna t
sureki mo, ASuohal dyya Tolbonnoé&bap)thédKaumayge:
(ASong of Jeal ousyo), ARKegeo (fAiCuckooo), ASul
(ABl essing of the Flinto), ATnhinl ge toyugao (

studied in the literature.

Ethnomusicologist G.G. Alekseeva posed the problem of one of the first attempts to combine
the folk-dance culture of the Yakuts with classical elements of choreography [4, §5].91
Researcher R.P. Makarova, based not only on folklore recordings andrs)ésabalso on archival
materials, wrote a study on the history of the stage dances of S.A. Zverev. Following M.Ya.
Zhornitskaya, A.G. Lukina analyzed the purely choreographic aspects of the folk singer's work. In
her opinion, Sergei Zverev was convindlkdt many Yakut dances associated with beliefs "do not fit
the ideology of the present time, therefore there is no need to write about them" (political and
ideological demands did not allow presenting Yakut dances in their true light) [14, p. 36]. Althoug
it was ritual dances that were the source from which he drew his creativity, A.G. Lukina demonstrated
this in her work [14, pp. 286, 156157]. S.A. ZverexKyyl Uola staged the famous Yakut classical
dances: APatterno, nAllgogtsady, 0, Sit Ky mMmyos WirSckd i (ra
well asthe opera a |l | et ASuohal dyya Tol bonnooho (1959).
came together and were fused.

A native of the Suntar hinterland, a bright representative of the Vilyui tradition, S.A. Zverev
Kyyl Uola witnessed the modernization processes of the early 20th century. He was not a passive
object of these epochal events. He acted as an activist fauliieal revolution in the villages,
transmitting traditions into the professional art of Yakutia. It is worth noting that, unlike folk singers
from other regions of the country and abroad, he combined a wide range of traditional professional
talents andlglls. While akynsandbakshiswere more renowned as singers, there were also skilled
dancers among them (influenced by Muslim cultural traditions), but few could master these skills
equally. In this sense, Mongoliaiiuchisare close to Yakut folk performers. Perhaps this was due to
the ethnocultural characteristics of the two deeply connected peoples.
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It is no coincidence that this creative individual and the versatile talents of a folk artist, poet,
singer, and artist found vibrant expression within the nascent musical theater.

A living folk tradition, Yakut dance, and popular song are the fundamental qualities of this
talented artist. S. Zverekyyl Uola represented the convergence of diverse cultural trends, some of
which required a long period of development. However, natataht and favorable cultural and
social conditions accelerated the adaptation of traditions in the nascent professional culture and
imbued it with specific characteristics.
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SOUND AS A HERITAGE: IN SEARCH OF TURKIC SOUND ARCHAIC IN MODERN
INSTRUMENTAL MUSIC OF KAZAKHSTAN

In living musical traditions, innovation is always closely intertwined with preservation.
Prominent figures in oral art bring their discoveries to the structure of instruments, compositional
thinking,andrelatedformsandgenresAn artthatseemdo haveexistedtodayfor eternitywasonce
inventedandperformedor thefirst timeonpreviouslyunseennstrumentsT hehistoryof themusical
traditions of the nomads of Eurasia remembers more than one period of prosperity and innovation,
which is reflected in the structure of instruments and methods of playing music on them. Almost
every ancient instrument that has come down to usiosmtaces of these ancient inventions.

The last hundred years have been marked by successive stages of intensive invention. Under
the influence of the written culture of the West, instruments were transformed in search of shapes,
sounds and tunings suitable for orchestras. Not always suchiregpes turned out to be
incontrovertibleln evaluatingeconstructedhstrumentsanimportantcriterionwascompliancevith
sound ideals, in our case, the sound ideals of Kazakh traditions rooted in the common Turkic past.
Ti mbre becomes the maubhscdedbeoppaoasi hi bhe #fAi ns

Inthepaper] planto highlightsomeexperiment®nthedesignof Kazakhinstrumentaswell
asontheuseof Europeannstrument@ndelectronianusicin anewfi K a z &ey.bsingtheexample
of prima kobyz, electric dombra, spectralmsnd electronic works by composers of Kazakhstan, as
well as new types of ensembles, | will trace the importance of such sound characteristics as timbre,
pitch, and structure as criteria for ethnic identification by listeners of modern music.

Keywords: sound ideal, Kazakh musical instruments, composers of Kazakhstan, prima
kobyz, electric dombra, spectralism, electronic music, timbre, pitch, tuning.
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KAZAKH PRIMA -KOBYZ AS AN IMPROVED MUSICAL INSTRUMENT

Musical instruments required refinement at all times, and their characteristics needed
improvement. Their improvement is due to the changing demands of musical culture. It opens up
greatopportunitiegor thedevelopmenof folk performingart. Primakobyzis aKazakhmodernized
instrument created for use in the orchestra of folk instruments. It was developed on the basis of the
ancient traditional instrument, the kybbyz. Primakobyz originated in the 30s of the last century
and has gone through a longywf improvement. Despite the satisfactory quality of the instrument
itself, attempts are being made to further improve it.

This article compares the Kazakh traditional -kgbyz and prim&obyz with their
modernized versions. The author covered all aspects of their study, such as ergological and
morphological characteristics, performance specifics, repertoire, etc. As a oésalt its
transformations, the modern prima kobyz has become a completely different instrument, unlike its
predecessolt is anoriginalinstrumentvith anewtimbreandwidetechnicakapabilitiesIn musical
practice, the prim&obyz is used not only as an orchestral instrument but also as an ensemble and
solo instrument.

The author focuses on the concert activities of leading performers on Prima Kaoinzg
them are F. Balgayeva, M. Kalenbayeva, G. Moldakarimova, and others. The article uses scientific
researclongenerabrganologyby suchauthorsask. Kvitka, V. Belyaev V. Vinogradov K. Vertkov,

G. Blagodatov, EYanovitskaya, and I. Matsievsky. The works on the Kazakh pkotyz by
famousscholarsuchasA. ZhubanovTezekbayew. UrazalievaandSh.Rauandinarepresented.
To solvethe tasksset, the authorturnsto comparativetypological, comparativehistorical,aswell
as systenethnophonil. Matsievsky) methods.

Keywords: primakobyz, kytkobyz, improvement, ergological and morphological
characteristics of the instrument
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WAYS OF FORMATION AND DEVELOPMENT OF KAZAKH FOLK ACADEMIC
INSTRUMENTS DOMBRA BASS AND DOMBRA DOUBLE BASS

Social and historical events of the 1920s were introduced into other changes to ensure
processem CentralAsiancountriesTheculturalandpolitical policy of Kazakhstain theconditions
of anewsociceconomidormationledto theemergencef newtypesandformsof musicaleducation
andcreativity.Oneof its conditionswastheintroductionof collectiveformsof executivgpower.The
first folk group of this kind in the republic was the Orchestra of Kazakh Folk Instruments (directed
by A. Zhubanov), which was created in 1934.

Theorchestraf Kazakhinstrumentgrew,it startedo includeacademiavorksby European,
Russian, an@ovietcomposersThis meantthat the dombragroup'sinstrumentshadto be rebuilt
sothattheycouldplay musicwith morethanonetone(dombrapiccolo, prima,secondsalto, tenor,
bass, and double bass).

Dombra bass and double bass began to be created in Kazakhstan by mastersAnth@35.
initial stagetheywerepreparedn theform of traditionaldombrasndreconstructiomodelsancient
bassainddoublebasspalalaikasanddomrasf anorchestraf Russiarfolk instrumentsin the1950s,
bass and double bass dombras go through a second completion stage, when the nylon strings are
replacedvith metalonesandanothewoneisaddedothestringstrings.n the1980sdueto differences
in thefolklore-ethnographiorchestrdedby N. Tlendievii O t Saay,"bassddombrasanddoublebass
were replaced by bass sherers and double bass sherters, which are actively used in musical practice
at the present time.

Thematerialfor thisresearch walsassdombras madm 1957 (maste®. Fedotov),1959(K.
Kasymov), 1980 (Merey factory), and 2020 (master N. Abdrakhmanov), as well as double bass
dombras made in 1957 (master S. Fedotov), 1980 ("Merey"), and 2086dNkhmanov).

Keywords: DombraBass, Dombr®ouble BassQrchestraof KazakhFolk Instruments
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INSTRUMENTAL AND PERFORMING FEATURES OF THE SHERTPE KUYS OF
CENTRAL KAZAKHSTAN (ARKA REGION)

Themainresearclof thisarticlefocusesonthespecificperformingandinstrumentafeatures
of theArka region, which occupiesspecial placén the schools of thkuy "shertpe"This research
delveantothecomplexsphereof theKazakhmusicaltradition,payingspeciahttentiorto thisregion
and its deep aesthetic and cultural heritage. The traditional music sckaas widespread in the
Eastern, Central and Southeastern regions of Kazakhstan. Considering the school of this region as a
unique artistic phenomenon in the tradition of kuy "shertpe", defining its performing style, giving it
acomprekensivedescriptionjnformationaboutthekuy traditionsof this regionis themainproblem
that needs to be investigatddhis article describes information about performing features that have
beenwidely usedin practicein the formationof a scientificconceptaboutthe performingfeatures
of the school of Central Kazakhstan. The technical aspects of the performance have peculiar
features, whictarerelevantin the developmenof a uniquesystemof self-realizationtechnique®f
fingering, righthand playing techniques, the definition of the state and conditional foundations of
the performance of each cuy on the dombra in the learning process of the established techniques of
performance between schools. One of the reasons thermile¢ its peculiarities in terms of
performances thepeculiarities othedombraof theArka region in structure, timbre, and thernet
(parda)system. Using empirical methods, the expedition materials idertijidite researchers also
served as thedsis for writing this article.

Also, using methods of a comparative nature with other schools of "shertpe" kue Kazakh
music, aspects of performance characteristics will be described.

Keywords: kuy, dombraschool Arka region
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[ID0O3 MUSIC THERAPY: PROBLEMS AND PERSPECTIVESIN THE 21STCENTURY

c01.Music therapy in clinical practice CHAIR: RAFIG TAHMAZOV

ISAKH MUSTAFAYEV

Doctorof MedicalSciences Stat@stituteof
AdvancedMedicalEducation Professor of Therapy Department
AzerbaijanBaku

E-mail: isahmustafayev@hotmail.com

MUSIC AND HEART

People are musical beings, they react to music spontaneously, subconsciously, without
thinking.Whenpeopleareatrestandheamusic theirheartbeainstantlyincreasesomparedo what
it wasjust aminuteago.If themusiccalmsandrelaxes, thehangecanbe minimal.And if it excites
- quitenoticeable.

Whethetheheartrateincreasesrdecreasedependenthesympatheti@andparasympathetic
nervous systems. Music Atrainso the interacti
the heart muscle, which is beneficial to all

Doctors from the European Society of Cardi
reaction to various melodies. Moreover, they claim that certain melodies can treat cardiovascular
diseases.

Forexample studieshaveshownthatlisteningto musiccan:

Improvethefunctionof bloodvesseldy relaxingarteries;

Quickly restoreheartrateandblood pressurdevelsafterphysicalexertion; Reduces anxiety

in those who have had a heart attack;

Helpspeoplerecoveringirom heartsurgeryfeel lesspainandanxiety;

Melodies that bring joy to a person increase the strength of heart contractions, contribute to
the expansion of vessels, and provide a good physical feeling, while irritating music has the exact
opposite effect.

Studiesshowthatmusicchoserby the patienthasamorefavorableeffectthanmusicchosen
by someonelse Accordingto theAmericanAssociatiorof Music Therapymusicii e | aposititves
response due to familiarity, predictability,
conducted at the University dexas aimed at studying the effectaotery relaxation, both classical
and rock music were tested. It was noted that fans of classical music received more improvements
when listening to lyrical music than when listening to rock music, and vice versa.
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ZULEYHA ABDULLAYEVA

PhDin Art Studies,
Turkiye
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MUSICAL IMPROVISATION AS A METHOD OF MUSIC THERAPY

Music therapy (MT) is a treasure given to mankiagherson is born with sound, lives with
soundall hislife andthis connectioris only brokenwhena personeaveshis world. Dependingon

thedensity and amplitudef thevibrations created by tteound, we feel happy or depressetich
leads to negative situations such as panic attacks, anxiety, depression an¥3tig@ays a major
role in reducing or even eliminating these.

| have prepared this speech on the basis of the scientific achievements of the eminent
ethnomusicologist Izaliy Zemtsovsky, in particular his book "Anthropology of the Existence of
Musico. | have fbreeyearsibothiodividually andin gradgs. Miperformed
with various means: human and natural sounds, dance and percussion movements, musical
instruments, Orff instruments, classical, ethnic music, folk songs, mugham, raga, etc., as well as
musical improvisation, which | use more in myagtical work.

According to Zemtsovsky, a person who plays improvisation feels he is in two worlds. It is
difficult to explain scientifically, but it is possible to experience it. | feel the same way when |
improvise. | am the one playing, but the music somehow comesdnother source and creates a
connection between the patient and me, which becomes a fertile ground for the therapeutic effect to
be achieved.

While workingwith thepatientaskingthenecessarguestionghatwill revealthereasongor
his current condition, having come to the idea that the main reason is within him, | try to create an
improvisation based on the impression | get from his life story and by feeling the vibrations that are
spreadin@rounchim,whileit canalreadybeheardonthepiano.Thisimprovisationwhichexpresses
the patient's current state, becomes a kind of mirror in which the patient looks at himself. While
listening to the music, the patient begins to see what kind of situation he is in and what possibilities
thereareto getoutof it. Sometimeshepatientrelieveshimselfby sheddingears Fromthismoment
onthetherapy processiovesto thenextstagethenature othemusicchangesndthesessiorends
with inspiring sounds.

Bu mbpgal omdpop 26 il Drzindbp bir séra °lkbplo
aldejéem npoticbolobori sizlpboprlbpo b°l ¢kmpyikanlasda Dy i r
pianodaozamamp admoml|l amadé] ém démrsosil Db dbaloamyar dém. k
bu vbordi klbrin mbni musi qi terapiyaséna gbDti
rofigomin evi npyegnoon adgp o°l zdéurjiéu mdaax nar ahat hi s:
-1 b I mprovi zwi z@al aintabpgpoliptrmp XKmpam ot agdan
t e ajréese -pkbpn hpyat vyoldake -eéexde. A S
[ ki mi batdéejéné hiss etdidre dvipmyMagigqd a
nielarksz yiad ig,° z-l pralsianheygh@daax kK ebnof ik pi 1

-fonaeavabrveydimmbo n - al démgmé m clhewd danjl K DB NSi ZDM
Toxminbon 1999 il | pr dionmprbboohrsz ne dnipbr pgm, ¢ n- a-l alé
yaradéj éneé Dbil mirdi m. Amma - al masam da, 0O myg
al bt ol masa da, yerdbon al déjém i ki dakeée bir |
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sanki ptrafdaké jaleamamas| ahavahakandak dbpyit
mbni ml b birlpopkdirobn bir i Kéjén yandéj] éné hi s:
Yaradana minnbptdar ol dwmR.aimhpgorvdoem!| Do0nma avinr
tez insanlar gbpl mbpybp bakl adél ar .

VbDpziyynbpti bel b g°re¢nco, ki-ik konsert s al
workshopk bkl i ndbp i kb bakl adeéem. Eyni zamanda bu s
ol dujunu el mi cobhotdbon anlamaq ¢-¢n bu 1 stig
bel b ¢midverici noticol br.i mbpno bhawm vehamdvel
°ozeéem °2zeim¢eg méegkKahidop edirdim. Tokkil etdiyim nm
daha g¢mrah, rahatalmemrdanb°yekdddglrary&rkég nhi s
yakl aréyla tbork edirdilobor.

Hpyata ke-irtdiyim -alékmalarla blagbpdar b
MDKhur m¢gtboxbpssislbrl b gorg¢gkdem. Onl aréen ¢ mun

¢al ékmal ar Drzindbp sbsin titrpyikKklobri [
DYi Ki mi ni m¢Kahi dop etdiyim ¢-¢n nofbs texni

itroyi kIl brii Il b bbpdbondpbkgaqthbollookrajnliar é¢ian-
D vD hisslbprimizinidbytenmknoegbpbbpb al e
€kma mexanizmini °yrbponbprbopk °x¢gnbDmbDXSUus
diyimiz kimi, btrafda bi zi-biprhiano bealjplné d
én °z¢gnbombxsus titrpoyi k|l bori vardeér . B L
n, Pi faqor, sbps!| bprianqgohrnpr pskobstl pgiirnl Dpirn sna
I
;

< QO n o
-
x
o
]
—_— — 6 -

€jénén gorunmasé sahbpsindbp b°y¢gk tbDsi

Q0 O O

I, g%y cisimlobri vD v¢cudl ar @émez ar é
, titropkim daljalaréeyla bizim fiz4d ki b
anseé sbDsin ana ¢nseégrlborindbpbn biridir. Rezo
eaksiyasédér. Onun saybDshanndspéi dhailojyalkar dm kKtgiat n
ir titrbpkKimin oyanmaséna sbbhbb ola bilobr. S
-, eyni zamanda emosional, zi hinsel ve r
dumuz bir ys&rda rdKkyi Koo tvibtzrioyynpt , sbpsl bpr
kKl primiz dojru isbp, sbpslbr vbD musi qi al pi
yac duyul acaq sayéda titroboki ml bor il nmoaydaén dee i
a SsSDsI , onun m¢¢byybn bl ¢mbp g°ndboro bil
TitrpkKimin veril mbpsi &-¢éNn ¢- KDrtin ol masé
1TTi t roki mi yaradan bir gaynagq (sbDs, musi q
2iTitrpoyi Kin yayélmaseé ¢-¢n uyjun meghit (-
3iTi troyi kKl bpr i gavrayan bir obyekt.
Vecudumuz tegm titrekhenhemgsbrertakshgm deés mbp
sadbpcb m¢gsbpt sbpslpbprpbp reaksiya verdiyimizdbn

>0 o< QO T T T
o
(@]

ve enerjimizi d¢ceclondirmopmiz gorokir .

B¢t éen bbdbpbnzieelxmrn, zguieryi rolicgrr,pokher g¢gceéyl b h
ver mpkdpo, KDXSI | kelyipk agfaddai,r dh oy atMli¢ad,r i kpri nsan
terapevtik tbpbsirindbpn mbharobot!| D i stifadb e
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okudumbhat eal are da bu tobompl czbrindbo inkikaf
m¢ebyybn bir c¢gmlb veya deyi kK zamané ayneé rit
rahatl éq yarader, d¢Keénceo ve ybbyarl|l aneyldagac

Hbopyat, garkéeméza bir -0k hadi spl br -éxar é
hbpyat émezé bir az daha asan ve daha byl bncobl i
ve i mkan vardeéer .é zBdeaym,i nsiazj ldaunyljéujl éamééznd an ve ¢m
el ektro magneti k enegmrpk idDy gnttglexrnirmi Vimudor
akt é, -ekKi tli s¢rotlbp daral ér vb nbbzi arter
hameéeseé, s°z¢n tam mbhaoeydiaz bolrd wjpwmwnn ni kear D
faydasée ve istifadbpsi vardér, ancagqg onl aré n
xaricdon m¢galicp edilmajse®, qgala&hb )| doybdutepstph
topkrar ¢zp -éxéb °z¢gn¢g go2stbpbrbcbpk. M¢ zi qi ter
hansé ¢ns¢é¢reé¢n eksi k ol dugunu, bunun simvol ik
czbrilmxmaaéeder . Ancaq ondan sonra daha dbpbrir
XxbDstboyb k°mbpk edil b bilbor. Xbpstbpoliyin bbdbndrc
xbpstbpolik ptrafénda d¢k¢egncecbosidistegMonsygksaseht gl
ardéndan xbpstbolik dbp unudul muk ol ur.

Bir do bu -al éxkmalareén bir v aBBaui bmbpegrssddrl ¢pn |
zamanl ar Doktor vD tbobibDt el ml or i me¢t DXDS S|
arakdérma il b sizi tanékdérmaq i1 stbyirbpm. O
ol dujunu g°stborib. Ybpmisihowpbbirrezibaner h afl Emallaid
h¢crolborimiz musiqgiybp bir an brzindpo tbosir ed
i sD, pasiyent dbphaluema zpilrlork.l pYarezdalagnksén bu
birr-bi riylp harmoni k bajlanteéelardan gbpl ir. Har m
m¢ DY Yy DSné rbaisréedér . Bel o harmoni kIl br hpr zaman
Mpbsblbon, oktav (sbpkkizli araléqg) il k har moni k
aral eq (kvinta) I Ki nci har moni kdér . B g a ssiprs
har moni kl prin insanlara saéméptosamjhamdbDir DkbD K

Arakdér mal ar & zgMmp -lad ¥ikmaz?z ¢al éka bil mpk
Ve¢cuda mbpl umat verpbn hisslbpbr, ¢rbpbyin yaydejé
i nancl arémézla da bajleder vb bu, b¢gten denye

I royi miz, be¢teéen i nancl ar &, hi ssl borimizi €
vasitodir. , royimiz vb inancl ar, fikirlobor wvbD
bakga bir dilbpb -evirir vbD yayeéer.

Bu X¢susiyybptlor, AHeart Mat ho Knstituntu
dey¢é¢ntegsegnegn elektrik yojunluju (elektrokarc
(el ektroensefal ogr af. EEG) 60 gat dahasi, - oxd:
beyni mi zdbpki sahbpdbon 50 qgqat daha -oxdur. On e
gevvDtlo ener ji yayer éq. Depressiya hal énda
croyimizin yerinbp sadbpcb beyngmi gropyemektr em
daha ge¢cl ¢ Dbir kKbpkildbp d¢gnyaya gbr-pbk inanc
i royimizIlpo d¢gnyané dboyikdirbp bilorik. BOoyg¢k r
t°vsiyp etmikdirlor.

Musi gi terapiyasénén, bildiyiniz kimi, bir
ke-irbpn terapistlor, terapiyaya ehtiyaceée ol ¢
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adl andéeracaj am), onl areéen hallaréna g°rpbp fobragq
passiv halén¢gnseégrl prindondan i stifadbp edirlop
haval aré vbD hor kbpsin I stiifsadd aeddp ebi | pc y
I Kmal arémdan eti barbpn pianoda i mprovi zbp -
& nki terapiya i1 htiyacée ol an pasiyent, DV
rekéndadér vD mbn ona, onun bildiyi, onu
yéjél mék y¢kl bprl b gbol dnuysii g¢i-négn -naol na, bo nl am
, yYyakadéjé vbziyybptdbobpn -éxartmal éyam. Bu F
r. Bu i mprovizbploboro, |l azém ol duj unda, S D
iyentl o bitroyiakbpopr heal gmsiayybpt quraraq, or
X¢SUuUsiyybpti hiss edbp bilirbm. Bu dial oq
iyyobpt, he- dbp -pbtin ol madéjéené g°rixPmbk sb

1
Q
QO

x

N - nn c c =~
Qv e D

< OTT OO0 n o
o T o9 — S5 M

edir.

Bu mexanizmin necpb dbo g¢cl ¢ bir kbpkil dp - a
g°zIl b g°r¢non, bDldbp tutulan bir key ol madej é
verobn prosesin Kahi di ol ur san,akn ovteircroossii mii , ¢
anl atmaqgda -pbtinlik -nokiprgdmm. cDdjarzd ,artliah bii nmp°
°]l - ¢l brbp baxdéj énda, gan tbzyiqindb, nNbobzini
gor¢rson, | aki n slpewgdan Wz an are - pa srieyt et iar as ad
i fadonin dbpyi Ki mi i | b, g¢é¢l ¢msbpmbp vbp ajl ayeéexke
anlatmak mbpnim ¢-¢é¢én son dbprbpcecb -btin ol mukdur

Mbnim b¢gten bu anl atmaq i stodi kI bpri mi mbp &
AMusi gili varl &jféab tcas tsrdasmwaflvo giky a $®O ) zscmbh W a
ptrafl é& vbD he- bir yerdp danékél masé mbDKD(QqQCL
etmi kdir. Onun fikrincbp, i popraovibzak g-aalba nr kab xps
bu halé #Ai kialpomli kfrarald&#rc@&q KOoxXsii Wymlt o rbdui rhial.
kamanl ar, ritual yakpbp@endea O0dPWmeypemiext dl t @EBx@p e
Buna g°rpbp kKamanlarén ritualé ikialpomliyin par

MbsbDl bn, Kaman oxuyar kan, hom bptraféndaki
i nsanl arén m°vcudluju m¢gmkegn ol mayan y¢gksbk

getdiyini gestorir, b¢ten canl el ar | aandgSkir ¢ K ¢ r
alomdp m°vcud ola bilir. Getdi yi al oml bprdbon
bu al p-mibprndbon ayré mPvcud deyil. Nbticbp ol a
ay-agré alomlbor deyil , bpogn¢g, yanhderciedief en ayr

Bunl aré anl ataraq, -aldéejéem improvizpboloborin
g°stormbpk i stbodi m.

Knsan bbdbni hopl o dbop ki faybpt gbdbpr arakder
g°rpbp Dbilirpbm. téexekemén sonunda klinikada in
sadbcpbp i ki nofoborin, terapiyaidam|l mrvivimd dipq ¢ petri
istoprdim (T¢grk dilindodir).

42 Ymrkkek Danékan
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Taneé Hi pertansiyon ile seyreden,
Obezite ve Yeme Bozukl uju
Danékan Hi kayesi

Dahiliye ve Kardiyol oji behpmkani ndhykodonsy
-al ekxkmalara uyum sajlayamadeéejé i-in kilo kont

Vaka-1

Daha ©°nceleri, bir seminerde yapmék ol duju
uygul amal arée g°rm¢gkt ¢r . M¢zi k Terapi ' nin, rah
Cumhuriyet. Sajl ek Bakanl éejéndaygettlsiel eamr diméixl
il etikKime ge-mikKtir.

¢al ékma ¥ncesi Dejerler

Kilo : 122 kg

Tansiyon : 140 / RQl (amB6ymg )ansiyon il ace

Nabez : 96

A-1 ék Kan kekeri: 130 mg/ dl

Total Kollestrol: 298 mg/dl
Trigliserid: 221 mg/dl

Vaka-1-

¢al ékma K-erifjJi

Danékan il e, 2 hafta araleéeklarla, 3 seans
¢al ekxkmal arémézda yojunluklu ol arak PASKF M¢zi
perk¢gsyon enstregmanl arée il e AKTKH dM¢ z Ak r BEeraa (d
titrekim ) enst¢imané ol arak da diyapazon kul/l

¢al ékma Sonraseée Dejerler

(8 hafta sonra dejerler tekrar kontrol ett

Kilo: 115 kg (-7 kg)

Tansiyon: 130 / 80 (Tansiyon il acé, doktor

Nabéez: 74 (il k dejer 96)

A-1 ék Kan kekeri: 96 mg/ dl (il k dejer 130)

Tot al Kol l estrol: 202 mg/ dl (il k dejer 298

Trigliserid: 177 mg/ dl (il k dejer 221)

Sonu-

Danékanla, ©°ncelikli olarak anksiyete ve di¢
yaptéjemez M¢zi k terapi yolculuju Ruhsal be b
yeme al éxkanl éejé durdu.

Sonu-

7 kilo kaybetmesi ile beraber, tansiyogitansiyon iladnh dozu doktoru tar&idan yaiya

dT Nr@ildi. KanNekeri ve vicuttaki kan y&armda dadnemli bir azalma tespit edildi.

da
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( Not : Danékan, M¢zi k Terapi uygul ama seans
°czel bir diyet programé uygul amaméxkteéer. )
48 Ykxkdén Daneéxkan

Tani : Ge-irilmik késmi fel- ( sol ) kikay
Vaka2

Danékan Hi kayesi

10 yeéel °nce bedeninin sol taraf én @zkselt ki | e
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rahatsézl éklarée be¢gyek °1 -¢de azal méck; son 3 )
czere ) kulak -énl amasé «kKi kayet. bul unmaktadé
Takip eden n°roloji doktoru taraféndan t¢m

bir patol ojii tespit edil memi K. Danékan, yine
y°nlendirildi
¢al ékma K-erifji

Danékan ile 1 hafta araleéeklarla 3 seans - a

Seansl ar ortalama 1.5 saat s¢rdyg. Yine yoj
ki kisel y°ntemim ile harmanl anarak frekans ve

Sonu-

Saj kul aktaki -énl amanén mini mal dé¢zeye i
kal madéej é&, danékandan ger.i bildirim olarak al
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PAKIZA RUSTAMOVA, IRADA ABASOVA

Centerfor PublicHealthandReformsof the Ministry of Health,
Departmenbf medicalquality standardization,
Baku,Azerbaijan
E-mail: azmhrci.abasova@gmail.com

PHYSIOLOGICAL ASPECTS OF MUSIC THERAPY

The subject of active scientific study by scientists in various fields remains the issues of the
psychephysiologicaimpactof musiconapersonThefirst attemptdo scientificallyunderstandhe
mechanisnof theeffectof musiconthehumanbodydatebackto thel7thcentury,andexperimental
studies- to the 19th- 20" centuries, when scientists were only trying to bring a physiological basis
to empirical facts. As a result of special physiological studies, the influence of music on various
human systems was revealed: the perception of music accelerates heart cositiactieases the
rate of respiration, increases the pulse, breathing depending on the pitche aolditimbre of the
sound, and the frequency of respiratory movements and heartbeats changes depending on the tempc
andtonality of the music.It wasalsoestablishedhatthe physiologicaleffectof musicon a person
is based on the fact that the nervous system, and with it the muscles, have the ability to assimilate
musical rhythm, while music as a rhythmic stimulus stimulates the physiological processes of the
body, occurring rhythmically both in the motor and intlegetative sphere. In turn, the rhythms of
individual human organs are always proportionate, and there is a certain connection between the
rhythm of movementand the rhythm of the internal organs.

The study of the emotional significance of rhythm and tonality in music therapy has shown
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their ability to induce a state adequate to the nature of the stimulus.

Thus, music,accompanyindiumanitythroughoutits entireevolutionof developmentywas
of greatimportancenotonly in thespiritual, morataestheti@ducatiorof man,butalsoin his health
and wellness recovery.

IMAO1 SHUSHA MUSICAL HERITAGE IN THE CONTEXT OF THE DIALOGUE OF
CULTURES

a. Musical dynastiesof Shushain Azerbaijani culture

b. The contribution of Shushamusiciansto the legacyof Caucasianmusic

c. Shushain the context of dialoguesbetweenthe cultures of Eastand West

d. Newor little -known sourcesabout Shushamusiciansand musicalactivities CHAIR:
ABDULLAH AKAT

LALA HUSEYNOVA

Doctorof Philosophyin Art Studies,
Professor ViceRectorfor Scientific
Work of theAzerbaijanNationalConservatory
Honored Art Worker of Azerbaijan
ORCID: 000600020877%-8410
E-mail: lalahuseynoval962@gmail.com
lala-abi@mail.ru

VOCAL -PERFORMING TRADITIONS OF SHUSHA AND THE VOCAL SCHOOL
OF BULBUL

Abstract: Shusha played an exceptional role in the development of Azerbaijani musical art,
which manifested itself in the emergence of a myriad of outstanding masters of singing. Special
schools were created for their education, primarily of religious orientationlgs to primary
European conservatories), but providing comprehensive knowledge of the basics of the mugham art,
including Eastern languages and classical poetry. All the renowned skigersndef the 19th and
early 20th centuries in the hisy of Azerbaijani music were educated in these schools. Among them
is the name of Bulbul (birth naméviurtuza Mammadov, 1897961), the first Azerbaijani singer
khanendewho transitioned to the operatiocal style of singing and organically combined in his
work the elements and principles of traditional singmgghamandashig with Europearbel canto
Il n I'ight of the above, not only is Bulbul s e
works are as well.

Keywords: Shusha, Azerbaijani musical art, Karab&klanendeandashiqs special singing

school s, Bul bul (Murtuza Mammadov) , Bul bul 6s

Bul bul (real namei 189d 1961 entared Nhe msiarydod 26tkentury
Azerbaijani music as an outstanding singer who laid the foundations of national opera vocals, a
researcher, teacher, and public figure, and one of the great Uzeyir Hajifsetfiful companions in
creating a new direction in Azerbaijani musical culture. His name is one of the symbols of Shusha.
After its liberation from occupation in 2020, the Bulbul House Museum was one of the first buildings
in devastated Karabakh to testored and became a place of pilgrimage for both our compatriots and
numerous visitors.
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Much has been written about Shusha and its rich musical traditions.

As a native of Shusha, Bulbul grew up in this fertile musical environment, leaving behind
many valuable observations and memories.

In this article, we will attempt to examine the vocal performance traditions of this unique city
through the eyes of Bulbul himself, whose scholarly legacy sheds light on many aspects of the
Azerbaijani singing school. As a professor at the Azerbaijare ahservatory, he also headed the
AMusic Research Scientific Officedo there, tas
also with comprehensively studying the traditions of professional musical art. Evidence of this is
found in the numerouseports and articles by the singer and pedagogue, written during the 1930s
1950s, which, for the first time, from a modern scientific perspective, touch upon the issues of
khanende and ashiq performan¢®o main branches of traditional Azerbaijani pss®nal musical
art. The first report was presented in 1932 at the conservatory after the singer's arrival from his
homeland of bel cantdtaly, where he studied this art for four years. Bulbul's scholarly legacy vividly
reflects his tireless quest toeete a distinctive Azerbaijani opera singing school, based on the
traditional singing style. In his reports, Bulbul examines the vocal characteristics of khanende and
ashigs and provides information on traditional terminology, performance techniquesaeahithg
methods in singing schools in Shusha. He also discusses the phonetic features of the Azerbaijani
language, which undoubtedly influence the production of the operatic voice, and shares principles for
new exercises based on his practice. Additiondily provides interesting information about the
hygiene of singing voices, which was practiced by Karabakh khanende and ashigs. He also discusses
methods for treating throat and vocal cord ailments using traditional remedies. The most complete
version cordining this information is a report read in March 1941 at thdJAibn Conference of the
Committee on Arts Affairs in BakuB[ ¢, | ,268. pp. 131.79;f O41 fmistcdz' B, 20@7. pp.183
249]. We will attempt to summarize and comment on some of the valutdni@ation and scientific
propositions put forward by the maestro, which arose as a result of personal observations, extensive
experience, and practical skills, as well as on the basis of a study of various sources. The valuable
facts and observations comed in Bulbul's works are of great significance for the study of the
historical and theoretical foundations of traditional vocal performance. This is particularly important
due to the insufficient exploration of these issues in domestic musicology.dkddlyi his work is
crucial for the comprehensive examination of evolutionary processes in national vocal culture that
occurred in the second half of the 19th and the first half of the 20th centuries. Bulbul's scholarly
legacy includes articles on varioiapics and more than ten reports examining traditional Azerbaijani
vocals and the development of a new singing art. The singer's interest in the scientific study of
traditional Azerbaijani vocals arose from his extensive work at the research centersiudihef
Azerbaijani folklore and classical musical heritage. Bulbul was born and raised in Shusha, the capital
of what was then the Karabakh Khanate, which had become renowned by-th@timigntury as the
musical center of the South Caucasus. Accordiingecollections, the future singer's father had a
beautiful voice, and his recitation of suras from the Quran literally captivated believers. This gift was
inherited by his son, Murtuza, who, by the age of 10, not only recited the Quran but also sang
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mughams and folk songs with a beautiful voice. The nickname Bulbul (Azerbaijani for "nightingale™),
given to him as a child, remained with him as his stage name. The fact is that the nightingale's trills
were considered the standard of perfection for khdeg in Shusha, there even existed a special
ritual of "calling the nightingale," during which early in the morning, khanende singers would gather
in picturesque natural areas and try to attract the attention of the singing birds with their singing (this
information was obtained orally from famous khanendes). Therefore, the history of khanende art
knows of more than one instance of a singer being given the nickname "nightingale” (for example,
the famous Shusha khanende Abdulbagi Zyulalov (28P7) was oce nicknamed Bulbuljan by
music connoisseurs).

R N\ - AT e ] 5 R
The religious school of Molla Ibrahim played a special role in Bulbul's development as a
singerkhanende. In the 19th century, such schools were located in the cities of Shusha, Shamakhi,
and Baku. However, the Shusha schools were particularly renowneongAthe founders and
teachers of these schools, Harrat Gulu (18233) and Molla Ibrahim were particularly prominent.

They trained boys with singing voices in mugham singing for the Shabih my3&téhniestrical
performances performed in the month of Mulary recounting the martyrdom of Imam Hussein and

his companions on the outskirts of Karbala (these schools evoke analogies with the early European

conservatories, which trained young boys with good voices for church choirs.)
2 g .:—,-!,* = 4 g s

i S

4

Almost all of the most famous Azerbaijani khanendes of the 19th and early 20th centuries,
mentioned by Bulbul in his scholarly works, graduated from these schools. Among them were such
outstanding khanendes as Haji Husi, Meshadi Isi, Abdulbagi Zulalobadataryagdy, Islam
Abdullayev, Seyid Shushinsky, Khan Shushinsky, and others. Bulbul provides valuable insight into
the principles of mugham teaching in these schools, where music was intended to express the ideas
of the clergy and, thus, was subordinateeligious leaders.
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From Bulbul's reports, we learn that Molla Ibrahim trained children aged 10 to 16, while
Harrat Gulu taught more advanced and established students. The school selected boys with high
voices for the female roles in shebih ceremonies, which included tha@parfce of the mournful
chantsmarsiyaandnokhabased on the mugham, as well as corresponding mughams with mournful
content. Particular attention was paid to voice training and breathing techniques. It was important to
develop the ability to convey theqired content and emotional undertones. Bulbul writes: "The
teacher and director tried to find the most touching, melancholy notes in the voices, to make people
cry. The singer had to master all nuances from fortissimo to pianissimo. All voices hadrtmooe
than two registers. [é] During singing | esson
he hit his students if they sang through their nose or throat. He forced them to perform difficult
coloratura passages with a light tone, equiallgll registers."[ ©1 Ml & tz! B, 20f7. p. 212]
As we can see, nasal and throaty singing was prohibited and considered unpleasant. It is quite possible
that this was intended to prevent future problems with adolescent voice training. On the other hand,
the bans are also explained by thet that throat melismas and ringing zangule were inconsistent
with the mournful spirit of the Shebih and were therefore strictly discouraged by teachers and
directors. After all, the wortdogaz(literally "throat" in Azerbaijani) in khanende terminology also
refers to throat melismatic techniques in mugham singthgiziy d ¢ dzts@j HIFB*O2 H Y O dzin €
B3z ¢ CRAHEA.p. 81].
A distinctive, mournful style of mugham singing, accentuated by lamentation, was cultivated

in these schools and, as a result, led to khanendes becoming professional marsiyakhans and
novzakhans, some specializing in this field. There are reports of f&hansndes combining secular
mugham singing at wedding celebrations and literary and musical assemblies with marsiyakhanlyg
and rovzekhanlyg. Although the practice of shebikha in Azerbaijan and the training of khanendes in
this field fell into oblivion andvas gradually eradicated during Soviet times, the tradition of singing
mugham with a particularly pronounced lamentation has not lost its significance and appeal to this
day.

Bulbul's description of the khanende's performing style is also of great interest. He states that
it also bears the stamp of tr ad.i-tlosedmryes, the ] T
expression of inner concentration on the &aedl these mamerisms, professionally developed by the
khanende, lend his singing a thoughtful and serious character. During the performance, the singer
seems to withdraw deeply into himself, into the world of his inner experiences. For some singers, this
state even tads on the character of ecstagy"@+ fmlistcdz’' B, 20@2.p. 189]. In this observation,
Bulbul provides not only information about the manner of mugham performance but also about the
nature of the art of mugham as an inherently sacred phenomenon. Naturally, the duration of the
expression of this sublime idea ahé attainment of the described state did not imply a specific time
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frame. In this regard, Bulbul notes the following: "The khanende preserved the ancient culture of
mugham performance in its purest form. The ability to perform mugham in a formal manner for two
to three hours, while displaying virtuoso improvisationalilrice, was the measure of a khanende's
worth as a singer'f[©1 Ml dz' B, 2087.p.190] Bulbul also describes the khanende's ornate
attire: "The khanende's traditional attire was filled with all sorts of jewelry, chains, rings, and
keychains with gol@nd silver carvings. Their instruments were also decorated with gold monograms
and intricate carved inlays.] [0{ Mmlstctk’ B, 20@72.p.187] In the 19th century, Shusha, rich in
musical traditions, organically intertwined two main branches of professional musicsharashiq

and mugham traditions. It is noteworthy that in Bulbul's works, the art of the khanende is always
considered irtomparison to the art of the ashiq, that is, in terms of the interconnections and mutual
influences of these two main bdres of Azerbaijani traditional music. Noting the important role of

the art of the ashigs in the Azerbaijani musical culture, Bulbul aptly remarks that "no matter what
area ofnational musical culture we encounter, we everywhere encounter indelibleegeafuhe
influence of ashig creativity"{[ O+ s tc tz* B, 20f¥7.p. 194] or, "under the influence of the
ashigs, the khanende adopted a purely folk character in the performance of worksl" fls tc ts

1 & dz' B,2087.p. 210]. In this regard, the most strigiexample for Bulbul was the work of the
outstanding singer, a representative of the Karabakh mugham school, Jabbar Garyagdy oglu, whom
he considered the creator of a new Azerbaijani style of mugham singing, drawing musical material
from the folk environmet, primarily from the work of the ashigs. It was from the singing of Jabbar

in the 1930s that Bulbul recorded more than 300 songs and tasnifs, which were included in song
collections prepared under his editorship. Comparing the voices of ashigs anddidsariennotes

that while ashigs sing with a "chest" and "head" voice, the khanende's vocal register fluctuates
between three and four registers. In his opinion, the khanende's vocal range is significantly wider than
that of ashigs. A khanende's vocal rasgeuld reach two and a half octaves, for example, from the

Bz of the small octave to the C of the second octave and the F of the third octave. Jabbar Garyagdy
oglu possessed precisely this vocal range. In general, regarding vocal mastery, Bulbul thelteved
performer must master the technique of transitioning perfectly from chest to head singing and be able
to sing in extremely high tones, which was especially important in Shusha. Comparing the artistic
traditions of khanendes and ashigs, Bulbul shamesther interesting observation about the
peculiarities of their educational process. While theated rovzekhan schools, where adolescents

with beautiful voices were taught to sing mughams in religious ceremonies, accepted boys as young
as 10 years d| "an ashig began his studies only after turning 160}t s % tz' B, 2087.p.

205]. This was explained by the fact that the high voices-gehBold boys were needed to perform
female roles (women and girls, as Bulbul emphasized) in thalSmysteries. Bulbul himself began

his singing career performing such roles, as he wrote about in his works. However, the ashigs, who
had never participated in these mysteries, took on teenagers whose voices had already undergone ¢
mutation as their studés (shagds). Furthermore, among the ashigs, the educational process began
with learning to play the saz, whereas in mugham schools, as Bulbul notes, singing was of primary
importance. Apparently, some talented, musically gifted students of religious schoolssivtineir

voices as a result of a mutation later learned to play the tar, kamancha, and other instruments. We
encounter this fact in the biography of the outstanding innovative tar player from Shusha, Sadikhjan.
In his welkknown work, "Khanende and AshiygBulbul compares the possibilities for improvisation

in mugham and ashig music performance and concludes that the art of the khanende offers greater
opportunities than ashig music. Thus, "in contrast to the ashigs, the khanende determined his path
lessdependent on his master; rather, he imitated his master, but infused his own mood and tastes into
his performance”[[ ©1 Ml t dz' B, 20@7.p. 210]. The khanende could "move from one mode

to another at his own discretion, make cadences at his own discogtging tesnifs where he deemed

it necessary. (At the same time,) he himself determined the duration of sounds and trills." Defining
the art of mugham as the art of the khanende, the art of singing, is one of Bulbul's most important
scientific postulate. He firmly believed that the singer, or khanende, is the central figure in the art of
mugham, and the instrumental ensemble accompanying him is traditionally called the khanende
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ensembleX a n p n d p), thdidesnphlpsizing the singer's leading role. Other ensemble members
include the tar player and the kamancha player, sometimes joined by anggsina percussion
instrument player. Judging by available information and photographs dating back to theersdton
of the 19th century, mugham ensembles of that time may have had a larger composition. However,
the abovedescribed type of mugham ensemble was the most widespread due to its mobility, and, in
accordance with the genre of nws performed, it was later called the "mugham trio."

From Bulbul's words, we also learn about the classification of voice types accepted among
traditional singers, which also reflects qualitative assessments:

Ag ses (white voice) a voice lacking artistic beauty and distinction;

Gara ses (black voicé)a voice with an uncertain timbre;

Jyr ses (unripe voicéd)an unpolished, "raw" voice;

Yagly ses (fat voicel) a good, rich voice;

Malahatli se§ a pleasant and expressive voice;

Dayarlisesa beauti ful, valwuable voice. [ | O41 Mistet
Some of these definitions remain in the current lexicon of performers, but there are also
forgotten ones, for example, the division of

the traditional criteria of that time in evaluating singingcest

Bulbul has gone down in the history of Azerbaijani music as the founder of the national school
of opera singing. This has undoubtedly been facilitated by the scholarly understanding of his journey
from khanende (mugham performer) to opera vocalist. Thisigy began in Shusha, with its rich
musical traditions. Of course, it is impossible to cover the entire topic in a single article or report, as
several questions remain unanswered in this study. However, we have attempted to highlight those
aspects of Bdiul's scholarly legacy that contribute to the reconstruction of the vibrant musical
environment of Shusha at the turn of the 19th and early 20th centuries and to the revelation of his
significance in the development of national vocal performance tradiggamscularly in mugham
performance.
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THE SHUSHA MUSICIANS IN THE MATERIALS
OF THE STATE MUSEUM OF MUSICAL CULTURE OF AZERBAIJAN

The collections of the State Museum of Musical Culture of Azerbaijan have more than 60
thousand items. Archives, sound recordings, personal belongings, items of fine arts and other
materials related to the figures of musical art of Shusha and the whekrafagh occupy a great
place in themThese are khanendes, tarists, singers, composers, conductors, and musicologists born
there whosenamesareinscribedwith goldenlettersin thehistoryof Azerbaijanimusic:Mir Mohsun
Navvab(18331918) Kechachiogh Mahammaq18641940), Meshadi Mammad Farzaliyg872
1962), Majid Behbudov(18731945), Uzeyir and Zulfugar Hajibeyovs (18851948, 18841950),

Seyid Shushinsky(18891965), Bulbul (18971961), Khan Shushinsky(19011979), Afrasiyab
Badalbeyli (19071976), Zakir Baghirov (1928996), Ashraf Abbasov (1920992), Suleyman
Aleskerov (19242000), VasifAdygezalov (19358006),Aida Taghizade (1934), Nargiz Shafiyeva
(19401920), Fuad Ibrahimov (1982), and many others. Some historical documents have been
revealed outside Azerbaijan.

These are the documents of the great Azerbaijani composer, founder of composer music in
Azerbaijanandthe Muslim EastUzeyir Hajibeyov:hisbirth certificate certificateof theBekorigin,
certificate of graduation from the Transcaucasian Teachers' Seminary in Gori, passport, two
applications to the rector of the St.Petersburg Conservatory and copies of some documents
handwritten by Hajibeyov. They were revealed by us as a resworif carried out on behalf of
Doctor of Art History, musicologist Farah Aliyeva. We managed to find these documents in St.
Petersburg City Historic#irchive and bringthem into scientific useThey areon display in copies
at the State Museum of Musicalilire of Azerbaijan.

Thehistoricaldocumentsvailablan themuseumstartingfromthe19thcentury spealkabout
therich culturallife of ShushaandGarabaghaboutthe specialenvironmenthatgavebirth to entire
dynasties of musicians, and undeniably testify to foreigners (Azerbaijani people do not need any
explanations!) that Shusha, Garabagh, is Azerbaijan!

Keywords: Shusha, Garabaglstate Museum of Musical Culture of Azerbaijan, Uzeyir
Hajibeyov
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ABOUT HUSEYNGULU SARABSKI KARABAKH MUGHAM SCHOOL

In thepersonahrchiveof HuseynguliBarabskikeptin thelnstituteof Manuscriptof ANAS,
hisinterestinghoughtsandmemoriesabouttheKarabaktsingersandtheKarabaghmughanschool
arekept.Hehighly appreciatetheartof mastesingersaandinstrumentalistef Karabakrandalways
reffered to their art in his writings, he showed their art and performance as an example.

Duringhispedagogicaéctivities,HuseynguluSarabskalwaysproudlytalkedto hisstudents
about the achievements of the Karabakh mugham school and the achievements of the Karabakh
singers in the art of mugham. He advised the young generation to learn mugham from Karabakh
singers.

Huseyngulusarabski pointedutthatthemughamsperformedoy theKarabakhsingergully
correspond to the spirit of the entkeerbaijani people and that they all sitgerbaijan mughams,
despite the fact that everyone has their own creative way. In his writings Sarabski emphasized that
alongwith Karabakhsingerstarzansalsoplayedanimportantrolein thedevelopmenof Azerbaijan
mugham art.

Especially he appreciated the superiority and importance of the tar reconstructed by
Sadikhcan.

Thus, as it is knowfrom thearchivematerials, in Huseyngulu Sarabski's thoughts about the
Karabakh mugham school the high performance qualities, creative achievements, innovations of
Karabakh singers and instrumentalists and their contributions to the national musical culture of
Azerbaijanandin generallytheirrolein thedevelopmentf themughamarthasbeenprofessionally
justified and reflected.,

Keywords: HuseynguluSarabskiKarabakhmughamschool,personahkrchive
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GARYAGDI DYNASTY OF MUGAM SINGERS OF SHUSHA

The Garyagdi lineage of Shusha stands as a evidence to the rich musical heritage of
Azerbaijan, particularly in the realm of mugh@ma traditional genre that developed at the end of
19th and early 20th century. Shusha was home to generations of mugigens,simany of who
becamevorld famoussingersamongstvhicharetheZulalovs,GaryagdisBeybudovsMammadovs
families. This paper delves into the lives and legacies of five illustrious members of the Garyagdi
family, whohavesignificantlycontributedo theevolutionof mughamThestudy,unfoldswith eldest
brother MashadMu h a mmad Bul bul , wh o, despite his fa
mugham in his youth. Unfortunately, later on, under the pressure of fanaticism, hgganging,
but continued to write beautiful ghazalsAmerbaijani and Persian languages, which were used as
lyrics of mugham. His success in mugham influenced his siblings, including Jabbar Garyagdioglu,
who not only preserved but also enhanced the musical traditions imparted from his elder brother.

In the study further explores the artistic endeavors of Maharram, Mashadi Ghafar, and his
eldestsonKahramanVocal talentsofl a b b ar G aandMashatliégGbgfalveme immortalized
through recordings with international companies such as PATE, Extraphone, and Grammophone in
19061914. The paper sheds light on the darker chapters of their history, marked by the Soviet
repression of 1937, which led to the arrest antk@f Kahraman and the subsequent attempts to
obliterate the mugham contributions of @Greand Kahraman from the history.

Recent research and publications in 2023 have unearthed factual evidence confirming the
musical activities of these two Garyagdi members. This article aims to provide a comprehensive
overview of the five Garyagdi singers, detailing their performanceshenohtaluable recordings
preserved in sound archives, thereby ensuring their indelible imprint on the cultural fabric of
Azerbaijan remains recognized and celebrated.

Keywords: Garyagdi, Mashadi Muhammad Bulbul, Jabbar Garyagdioglu, Mashadi Ghafar,
mugham singer, Shusha

Dynastes of Mugham singers of Shusha, Azerbaijan

A great renaissance period began in Shusha in the 19th century. This relatively small city with
a population of between 10,000 and 25,000 has become a centre of poetry, music, mugham, culture,
and education. Here, the transformation of palace music amy ol its transformation into art
for the public took place. Great scientists, musicians, composers, vpaels military
commanders, owners of various professions etc. were gr¢@jing

In ShushafiMajlisi-Unsd of KhurshidbaniNatavan, the daughter and heir of Karabakh Khan,
andiMajlisi-Faramushamof Mir Movsum Navvab, poetic gatherings, music gatherings, societies
- Kharrat Gulu schoolfiMusicians' gatheringmugham performance, which M.Navvab created
together with the famous singer Haji Husu, they played a big role in spreading it and making it look
professional. Poets, writers, musicians, intellectuals, connoisseurs of classical poetry and music
gathered irthese gatherings, listened attentively to mughams, and had diswuabout the subtle
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performance of music and poeiB].

Shusha is the homeland of musicians M.Navvab, Kharrat Gulu, Haji Husu, Sadigjan, Mashadi
Isi, Abdulbagi Zulalov, Jabbar Garyagdioglu, Kedi oglu Mahammad, Mashadi Mahammad
(Mammad) Farzaliyev, Islam Abdullayev, Seyid Shushinski, Bulbul, Zulfi Adigozalov, Khan
Shushinski, Mashadi Jamil Amirov, Gurban Pirimov, composers Uzeyir Hajibeyov, Zulfugar
Hajibeyov, Fikret Amirov, Niyazi, Afrasiyab Batbeyli, Soltan Hajibeyov, Ashraf Abbasov,
Suleyman Alasgarov, singers Bulbul and Rashid Behbudov. This is reotgeiplete list of Shusha
musicians. There is even a popular saying among the peopléBldies in Shusha cry over
mugham even from birth

Starting from the 19th century, when mugham music spread and developed in Shusha, not
only individual musicians, but even generations of mugham musicians began to appear here. Many
of them have become world famous singers. Representatives of this genaratistill serving
Azerbaijani mugham art. Shusha was the homeland of generations of mugham performers, among
them there are Zulalovs, GaryagdBeybudovs, Mammadovs, Adigozalovs fami[gls

Among all these families, the generation of Garyafjdrom Shusha, who made great
contributions to mugham art, occupies a special place. This study is devoted to the study of the
Garyagdi dynasty, to the investigation of the activities of its forgotten representatives.

Garyagdi Dynacty

This generation lived in thiSeyidlio neighbourhood of Shusha, and the head of the family
was the dyer Mashadi Ismayil Ismayilzade (18®80?7?). Although his surname was Ismayilzade,
later this family was known among the people by the nickn@argagdi. According to the family
tree (Figure 1)we compiledin [9], Mashadi Ismayil married Bashkhanim and had 5 sons and 2
daughters from this marriage: Mahammad, Muharram, Jaldadar, Bilal. Mashadi Ismayil in
addition to educating sons, he wanted to teacbwrscraft to thenijl,2,6].

Mashadi Ismayil
+Bashkhanim

i Muharram
Mashadi Muhammad Bulbul Jabbar (1861-1944) Mashadi Gafar [1880-1934) Bilal Saadat Humay

{1858-1918) (2-1918)

Singer

7 Singer

Gahraman (1903 —
1 —>
1937 rep-1952)

Firuza (1905-1944)

—— MNariman (1217-1953)

-
o Mg

Singer, poet Singer, composer,
poet, People's Farman [1920-1985)
Artist (1935)

FigaGaryapmhely tree. Singers name in

fiDyer Mashadi Ismayil also participated in religious ceremonies with his sons. He was a

staunch believer. His sohdMahammad an&Gafart performed the Shabihgardan ceremony during
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the Muharram mourning period. Mahammad, who had a beautiful voice, would recite the poems
dedicated to Imam Hussein by the Iranian poet Mohtasham ofiZ#meinkham awith a very
impressive voice on the days of Ashuif@].

Mas hadi | smayi | 6s -pitchedvoiteabdt heatrieth lead pughihis ahnildrerh i g
to sing only religious songs.

Mashadi Mahammad Bulbul (1858/91918)

He received his education at Molla Ibrahim's school in Shusha, where he learned Arabic and
Persian languages, recited the Qur'an with tajvid, and learned calligraphy. Mahammad had a
beautiful voice, his father used to take him to sing laments in religen@snonies since he was a
child. Mashadi Mahammad sang at the mugham gatherings with his beautiful voice and
temperament as well, he earned the nickname Bulbul (nightingale). Mahammad's example played
an important role in the formation of his younger beoshlabbar, Muharra@afaras a great singer
and in choosing this art. Mahammad Bulbul participated in some musical gatherings in cities such
as Baku, Ganja, Sheki, Shamakhi, Tiflis, along with Haji Husu, Mashadi Isi, Buldufiadulbagi
Zulalov, Sadigjan, Jabbar Garyagdioglu, and occasionally sang his own ghazals.

Later, under the influence of superstition, Mashadi Mahammad Bulbul, who renounced the
dynasty, took part in th@Majlisi-Faramushamliterary meeting organized by M.Navvab, a famous
scientist and poet of that time in 18}2, and this meeting played an exceptional role in his
development as a poet.

Influenced by Mahammad Fuzuli traditions, his poems are written in Azerbaijani and Persian
languagesn genres such as ghazal, gasida (ode), poetic letter, rubai, and Mioeghis poems
M.Navvab were published in tazkiraanthologes (1913, 2018) [4], Ragub Karimov published his
poems in 200814].

No gramophone recordings have been found. Modern singers also sing his ghazals on the
mugham.

Jabbar Garyagdioglu (18611944)

At the age of 10, Jabbar entered a school in the city. His first teacher was Mirzali Ashig, the
son of the poet Zeynalabdin, known by the pseudofiyagharm in Shusha.

Jabbar Garyagdiogis a master singer, talented poet, composer, musicologist, pedagogue and
the author of many songs and some ghazals. As a result of his activity, Azerbaijani mugham
developed and took its current form, and the ghazals sung in mughams are not in Paggian, su
Azerbaijani[1,2,6]

Famous composer Fikret Amirov called Jabbar Garyagdidije thinking brain of folk
musi®, great Russian poet Sergey Yesenin calledfifnophet of Eastern musi¢2]. Scientists
also called it dliving encyclopaediaof our musical folklore. He knew about 500 folk songs by
heart and recorded 300 of them. Sayiihgan't sell people's property to people for mandye
refused to take money for this recording wftk

Sound recordings were recorded on gramophone rolls by various foreign companies named
fEkstraford, APATEO (38),iGramophoné, iSportrecord (50) in 19061914, and 114 of these rolls
are available in Sound Archives Azerbaijan (full list provided in our book [9]). He encouraged and
coordinated the sound recordings of many singers and took them abroad with him.

He has special services in the development of opera and choral art. When we look at the list
of gramophone records recorded by Jaléismyagdioglu at the beginning of the 20th century at the
APATEO andfiSportrecord companies [9], it is revealed that he sang in 11 choirs and recorded his
voice on the record. His colleagues Mashadi Mahammad Farzaliyev, Kechachioglu Mahammad,
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and Davud Safiyarov also sang in this choir. They were accompanied by tar player Gurban Pirimov
and kamancha player Sasha Oganezashvili. 10 choirs were recoltAT&0 and 9 choirs at
fiSportrecord companies. 8 of these choirs were recorded at both companieSSgdwerecord

catalog also includes a photo of the choir collective. List of saif§syle bir gorek, AEshgin

ateshd, iMashadi Ibad, fiKebin khorw, fiVeten shergis, fiMen bir turkeno, fiTelloo, AGule-guled,

fiMilleto tesnifio, AK s t Og AiSIsd® hijrand. As can be notice, performances suchfi@eyle bir

gorelo, iMashadi Ibad, fiKebin khorw, andfiShabi hijfamar e choirs from Uze
operas and operettas [11].

F. Shushuinski (1985) [6], Zemfira Yusif gizi (2008) [2], V. Bahmanli (2017) [1] and others
have written books and articles about Jabbar GaryagdiogluiHdgrato performance filmed at
theageof 69 and available on YouTube [12].

Muharram Garyagdi (?-1918)

There is little information about Muharram Garyagdi. Mirza Khosrov Akhundzade [5], as well
as the son of Muharram, the famous sculptor, a people's artist Jalal Garyagdi, confirm that he also
has a voice and sings mugham [9].

He was killed by Armenians in the forest near Shusha in 191819

Mashadi Gafar (188019347?)

At first stage of study, we found only list of gramophone records in different Sound Archives,
which presented at Table 1 and some picturegarhophone recordingd Figure 2. But Mashadi
Gafabs biography, sur name, identity was unknow
one, then we found his grandchildren and biography. We had few articles [8, 10] and book [9] where
we identified his identity and his belonging to Garyagdi family.

Firidun Shushinski writesiThe year Seyid (Shushinski) came to Thilisi (1911), prominent
musicians such as Chekmachi Mahammad, Majid Behbudov, Mashadi Mammad Farzaliyev,
MashadiGafar, Mardi Janibeyov, Mashadi Zeynal, ... were playing and singing in Thilisi gatherings,
clubs, and during the breaks of theatre performaifgles

¥
© BRRSIAN TARTAX ’ %
\ .u.nm,,t’/‘""

amaan  Kadaps
" TIFLIS

6.C.-2-12628

Figl@Mashadi Gafar s gramophone reco
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fiBakinskiy rabochip newspapefiFor the first time in Baku, a concert consisting of Eastern
and European music was organized in the Turkish Palace of Culture on December 22,
1927. The concert was attended by ... Huseynagabdbpabayov, Ahmed Anatollu, Orlova,
Sobolevskaya, Yefimova, singer Gafar and Seyid Shushinsky. This concert was welcomed by

thepublico [7].

Mirza Khosrov Akhundzade (18809 6 1) (He was

Ashi gos

son) i

hi s

Garyagdi Jabbar, who studied music,
Remain as a memory from Mirzali Ashig.
His brotherdMahammad, Muharram, Gafar,
Those who have been sarkar (highest in profession) in music science.

Jabbar
poem pr ovil[8ed

Table 1.List of MashadiGafats gramophone recordings

Garyag

Nam.e of | Productio Name of phonograph Date Firm
0. archive n No. document
;ARARA 6-12913 SamayeShams 1910 GCR
SARARA 6-24070 Kuchelere su sepmishem 1910 GCR
SARARA 2-12530 Humayun 1906 GCR
SARARA 2-12539 I[ranian march 1906 GCR
SARARA 10-12019 Arak 1909 GCR
SARARA 3-12527 Hisar 1909 GCR
SARARA 6-12912 Mugham (Luxlarva) GCR
SARARA 2-12540 Zaminkhara GCR
SARARA 2-12529 Arak 1906 GCR
0 SARARA 2-12528 Hijaz mukhalig 1906 GCR
1 SARARA 6-12786 Part of mugham GCR
5 SARARA 6-12943 Ashuran GCR
3 EMMCA 25821 Bayati Shiraz 1907 PATE
4 SMMCA 25820 Kurd Shahnaz 1907 PATE
5 NLF4 25828 Masnavi 1907 PATE
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6 NLF 25829 Shushtar 1907 PATE
7 NLF 25822 Rast Arak 1907 PATE
8 NLF 25823 Zaminkhara 1907 PATE
9 RR* 25828 Masnavi 1907 PATE
0 RR 25829 Shushtar 1907 PATE
1 RR 25822 Rast Arak 1907 PATE
5 RR 25823 Zaminkhara 1907 PATE

Most of dhazals thatGafarsings in his recordingarein Persian.Two recording that we
found so far in Azerbaijani. First diKuchelere su sepmish@mandfiPersian marahis knowing
sons and singers still singing them. Word&Rérsian marahin MashadiGafarrecording is stihtly
different from known today text. Unfortunately, single music recording have problem and there are
some damage, which did not allows to get full text of song. Spesific differences are following:

Gal anén dibinde bir gush ol aydém,
Gelenegedene yol dash ol aydeéem.

(o]l

Gal anén dibinde serildim yatd
Khidmetchi gelendeashlara¢ rdasiid er e 6 ] qgachd

m,
m.

(o]l

Last part is different that from Rashid Behbudov and other singers song later on.
Gafaib BShushtad performance from gramophone records available on YouTube [13]

Gahraman Garyagdi (1903 [1937 rep}1952?)

Gahraman is oldest son of Mash&hfar He also was singer, but he repressed by Soviet
rejim.

From the manuscript of Alihuseyn Dadflikept in the M. Ezuli Institute of Manuscripts of
the National Academy of Sciencéghe Lost Voice, the Voice That Remained in My Bars

f...Standing in front of all of Azerbaijan in a row of beautiful loud voices, | listened to him
very attentively on the radio. | especially likilayatt Shira, fiBayattlIsfahar, iKurd-Shahnaa.

4“2 RR1 Russianrecords.ru website

43 Hamidov Alihuseyn Hamid oglu (Alihuseyn Dagli) (18981981) was a military man, politician, and held many
responsible government positions; he was the military commandant of the Baku garrison, a member of the Supreme Court
of Azerbaijan, a military prosaitor in 19241925, chairman of the executive committee in several regions, etc. The
Soviet regime repressed hiimfrom 1937 to 1955, A. Dagli lived in prison and exile. At one time, he was in the same
prison as Gahraman Garyagdi.
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...his height, thinness and gentle playing of the tambourine reminded me of Jabbar Garyagdi.

(in 1937) The Gahraman Garyagdi wimackened - slandered. The ignorafisweem him
up, throw him into Vladivostok, Vtoraya Rechka.

In Vladivostok [Owner of this voice Gahraman Garyagdi] is forced out of Vtoraya Réchka
a large camp transit point. In the KalirBakhta Nagaev area, the-58 degree C frost muffles take
away form Gahraman Garyagdi his voice. His voice, drowning in snow and ice, especially the last
song he sandgKurdi-Shahnag, still remains in my ears.

Vahid Guliyev (1949) (MashadiGafats grandson)fiAccording to my mother, my uncle
GahramarGaryagdi worked as a deputy director in some office in Baku. Ahmet Aghdamski and
Gahraman performed in theatres in Aghdash and Aghdam regions. Then someone wrote an
Armenian danos, and in 1937 they arrested him and sent him to the Far East.

iGahr amanoés s-10O49) dlso died goun@alti®e2de of 23. Our artists like Gulaga
Mammadov and Tofig Guliyev were his friends. Tofig Garyagdi also had a beautiful voice, but |
wonder why he died so soon.

In 195657, a person came to us and séidiame from the Far East freed from imprisonment.
Gahraman Garyagdi gave me this address and sent me here. How did you send it? We have not seer
each other's face with him. All of wus stayed
a sad sng fiSegald being sing in Azerbaijani... At that time, we told each other our addresses. We
promised that whoever can get out of here should go and tell the other's relatives. ...But recently |
felt that his voicavas weakening, and he often coughed. No matter how many times | called in the
following days, there was no sound. | came to the conclusion that the Gahraman has pasged away.

Summary

The research asconducted with Gulhuseyn Kazimli and the b¢®kwaspublished in 2023
revealed the genealogy of the Garyagdi generation and the factual evidence confirming the musical
activity of the forgotten singers from this generation. It aims to provide extensive information about
the five singers from the Garyagdireration and their families, to present their performances and
invaluable recordings preserved in sound archives in detail, and thus to show their indelible traces
in the cultural struttire of Azerbaijan.

These studies are important from the point of view of preserving our ancient mugham heritage,
studying the development stages of our mugham, as well as the valuable contributions of musicians
who have contributed to this development. These studies seidentify the personality of the
singers who were forgotten (Mashadi Hilal Zeynalov, Aslan Safarov etc) by the pressure and
restrictions of the Soviet repression, and to collect and study their recordings.

In additionthese studies should be continued in the following two directions:

1. Studying MashadGafars activities in Iran and the neighbourhood of his life there.
Searching for a complete list of produced sound records.

2. Study of information about the Gahraman Garyagdi from the archives of the State Security
Service of Azerbaijan and Russia. Searching for audio recordings.

Acknowledgments: Author would like to express gratitude to all the people who helped in
conducting this research, and especially to the employees of the State Recording Archive of the
Republic of Azerbaijan and the State Museum of Musical Culture of Azerbaijan.
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GARABAGH ASHYG ENVIRONMENT IN THE CONTEXT OF INTERCULTURAL
DIALOGUE

The study of Garabagh in the context of intercultural dialogue as an environment formed in

theunity of manyareaof Azerbaijaniartmakeswo maindirectionamportant Oneof themisrelated

to the establishmenof inter-artistic relations,dialogues connectionsandinfluencesin Garabagh

as acultural environment.The seconddirectionincludesrevealingthe role playedby Garabagh

culture in the establishment of international cultural dialogues in the entire Caucasus region. With
this, the functionof Garabaghas a public, historical, social, political, literary, and musical
environmenin the Caucasus region and its position as a geographical center for the establishment
of intercultural dialogue are revealetihe main goal of the presented report is related to the
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establishment of inteartrelationsin theenvironmenbf theart of Ashyg(bard,minstrel),which is
themaincomponenbf Garabagh culture, and the study of its impact on the cultural environment
around Garabagh.

Thestudy ofthemusical and poetiberitageof the Garabagh ashyg environment, which acts
asanimportantcomponenbf Azerbaijaniashygart,is of greatimportanceor therealizationof this
goal.In addition theheritageof Garabagh'folk musiccreationtheimpactof performancéraditions
on the environment, and the place of outstanding ashygs and khanendaes (singers), sazandes
(instrument players, musicians) in the cultural life of other Caucasian peoples play a leading role in
the establishment of intercultural dialogue.

Keywords: Garabaghcgulture,ashyg artenvironmentconnectiondialogue

The study of the environmesthool traditions in Azerbaijani ashagt gained significant
momentum in the second half of the 20th century, giving rise to another direction in the development
of ashig studies. Among the currently active and those considered extinct ashig environments in both
Southern and Northern Azerba, we must mention Garfaazakh, Shirvan, Karabakh, Borchali,
Goycha, Daralayaz, Aghbaltah é | d ér , Na k h c hi -Vabriz,,andDerbentaSomekota r a d
these environments have ceased their activities, while others continue to sustain the art of ashig.
Various factors have contributed to the decline of these environments. Without deviating from the
topic, | would like to focus attention on the Karabakh ashig environment, which has faced this
unfortunate fate.

Karabakh, recognized as the cultural center of Azerbaijan and the entire Caucasus, has also
been an environment where the art of ashig flourished for centuries. The rich legacy of master ashigs
such as Qurbani, who lived and created in the 16th centuskifvibdal, one of the founders of the
ashigtraditonas wel | as As hd, AshigSvalehgAshigdblsabqulg AsBig @atargulu,
and Ashig Nacafglu, has been preserved and is known to us through historical sources and scholarly
research. Howevethe influence of this heritage on the development and enrichment of the ashig art
of Karabakh and Azerbaijan as a whole has been evident not only through written records but also in
practice. One of the main factors contributing to the region beconuatjueial hub of the Caucasus
was the active presence of master ashigs in Karabakh, particularlgdhalroration with singers
(xanende) and instrumentalists (sazgradgublic celebrations, sharing the artistic stage together. In
this context, variougsorms of folk art were represented together, fostering a process of mutual
influence that, in turn, shaped the overall |
cultural role of the music and poetry assemblies active in the region alBweke special emphasis.

All these factors underscore the vital importance of Karabakh in the formation of a cultural
environment within the Caucasus region and affirm the relevance of the presented topic for
discussion.

When speaking of Karabakh as a cultural hub, the art of mugham naturally comes to mind
first. However, as researchers of this field are well aware, the literary and cultural environment in
Karabakh has been remarkably rich. Particularly from the 18thetd9th centuries, Shusha, often
referred to as the "Conservatory of the Caucasus," became a gathering place for the era's intellectuals,
masters of art, scholars, poets, and musicians, earning it the title "Vienna of the East.”

Karabakh, as an environment shaped by the synthesis of various fields of Azerbaijani art,
necessitates its study within the context of intercultural dialogue along two primary directions. The
first of these involves examining the internal interrelatiomslodue, connections, and influences
among different forms of art within Karabakh as a cultural milieu. As mentioned earlier, Karabakh
stands out as one of the geographical and cultural spaces where two professional creative directions
of Azerbaijani folkmusi@ ashiqg art and mughaimintertwine and harmonize. This led to the arrival
of master artisans from all over the country to Karabakh, providing them with the opportunity to
showcase their talents. One of the main missions of the poetry and music gathelihgp Shusha
was to foster the establishment of an wadrstic dialogue. The intellectuals, master singers, and
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instrumentalists who gathered at these meetings discussed the innovations taking place in music
culture, worked towards reaching a consensus, and sought to contribute to its development. In these
gatherings, young singers, instrumentalists, ashiks, agtd pmuld showcase their art and try to earn
praise from the masters. As a result, the presentation of all aspects of folk music within a single
gathering contributed to the formation of creative connections. It should be noted that the process of
inter-artistic connections did not remain confined to these gatherings alone. Folk celebrations also
became one of the main venues where singers, ashiks, and wind instrument players such as zurna anc
balaban would come together. In these gatherings, singerss,aghk instrumentalists had ample
opportunities to showcase theirk i | | s . St ar t i n tpiddarhatrtihepeogleyarernot H a |
only creators and composers, but they are also unparalleled critics and the best consumers of musical
works; the peoplewhile paying attention to folk music works, can distinguish the good from the bad
and mercilessly reject any form of fake beauty and thoughtless luxXutgjbeyli, 2005:381)we

would like to draw attention to the fact that the process of-antéstic connections also went through

the filter of folk censorship. In this way, any folk song, ashik tune, or dance music sung at a wedding
gathering, when loved by the people, is @tdd by folk artists and eventually becomes part of the
performance repertoirén this regard, many examples of dance tunes that were sung with added lyrics
and transformed into folk songs can be mentioned. Likewise, the incorporation of ashik tunes into
mugham performances, giving them new genre significance, the addition oftpatdito the colors,

which are then sung as a typeesnif, or the inclusion of dances in the formdafstgahnstead of as
separate tunes, are all bright examples of4atgstic connections. In fact, this process indicates that

folk music creatiorfunctions as a perfect system, operating as an organism. The establishment of
artistic connections happens both on a conscious and subconscious level. Of course, this is an
approach that requires deeper research and is the subject of extensive studeaserHatven
describing the general landscape of irgdistic connections, one of the key points, and | would even

say the most important, that must be kept in mind is...

In this report, | would like to focus more on the investigation of the Karabakh ashig
environment in the context of intercultural dialogue, approaching this issue from a more
contemporary perspective.

To highlight the importance of the Karabakh ashig environment in intercultural dialogue, it is
also necessary to consider its geographical location. This is because the Karabakh ashig environment
has been shaped and developed through creative interagtionsh t h e a s dngbgsarsas h o o |
well as the Nakhdkan, Goycha, Borchali, Akhbakb@hildir, Eravan, and Rralaya regions.
Geographically, these environments cover the same area, and a key characteristic of them is the close
nature of creative refimnships. The @njabasar, Karabakl;oycha andBorchali ashigenvironments
played a crucial role in the formationchdevelopment of classical aghmusic.

When examining regional studies related to Ashiq art today, it is evident that the main part of
the repertoire of these environments directly includes classical melodies. This leads to the conclusion
that the initial principles of this art form were estslvbd in the mentioned Ashiq environments, and
over time, they contributed to the spread of the art to other regions. The process of dissemination can
be observed not only within Azerbaijands bord:c¢
countries. It is no coincidence that Thilisi, one of Azerbaijan's cultural centers, is also considered an
i mportant city in this context. Renowned khan
in this city, and Ashigs, along with mugham perforspenade successful appearances at folk festivals
and concerts. These facts have played a significant role in shaping the cultural environment of
neighboring Georgia, fostering mutual influence and development.

The influence of Ashiq art on the culture of neighboring countries can be examined in a
broader context. In the 1930s, research started to emerge within the field of folklore studies regarding
the impact of Azerbaijani folklore and Ashiq art on the fororatf Armenian cultural environments.
Authors, with great attention to detail, applied a scientific approach to demonstrate how Armenian
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folklore, particularly the art of the qusan (a traditional Armenian singer and instrumentalist), benefited
from Azerbaijani Ashiq traditions, including poetry and musical composition. One of the key points

| would like to emphasize here is that Armeniathats who have conducted research on the same
subject tend to trace their national cultural roots as far back as possible. It is logically implausible for
any art form or creative domain with ancient historical roots to disappear or cease to exist.abruptly
However, when we look at the modern cultural environment of the Caucasus today, we cannot trace
the individual development trajectory of Ashiq art in either Armenian or Georgian folklore. Especially
after the deportation process, new Ashig environmeats wot formed in those lands, and new epic
tales and poetry examples did not emerge. This leads us to conclude that the extinction of the
Karabakh environment, as well as the Western Azerbaijani Ashiq environments, in the cultural
centers of Azerbaijan Bacreated a visible gap in the cultural heritage of neighboring countries.
However, regardless of where the people from Karabakh and Western Azerbaijan migrated or settled,
they brought their folklore and art with them, preserving and passing it dowtute fjenerations.

Today, it is impossible to ignore the evident influence of the aforementioned extinct environments on
the development of the Ashiqg traditions in the Western regeumsh as Ganja, Gazakh, Tovuz,
Gadabg, and the Dashkas&®hamkir enviroments. This can be explained both geographically and

by the common creative traditions shared among these regions. However, the most important
indicator is related to the fact that Azerbaijani folk music thinking works as a unified system. That is,
nomattr where a Karabakh mujam singer | ives, th
singer. The same can be said for the Asfadition. The students of the Goychshig environments,

who learned from the masters of this tradition, continue to @askeir art to the next generations,
preserving those traditions. Unfortunately, the aggression and oppression committed against our lands
and people also affected our cultural heritage, and such rich creative environments faced the grim fate
of extinctian.

As for the Ashig environment of Karabakh, the flourishing of the Ashiq art here began at an
earlier stage. The development of Ashiq art, considered to have started in the 16th century, as well as
the transition from ozan to Ashiq, began in the western abAeerbaijan. This allowed Ashigs to
travel from village to village, continuously demonstrating their art and fostering creative connections
and mastenpprentice relationships. While there is a link between thevead art and Ashiq
tradition with Qurlani in Karabakh, his arrival from Tabriz and settlement here also laid the
groundwork for the establishment of creative connections and shared traditions between different
environments. The new rise of the Ashig environment in Karabakh is associatetiemthne of
Ashig Valeh. The village of -wardceatérinthigdeagbaphical k n
area, has given birth to many prominent figures in Azerbaijani Ashiq art. One of them is Ashiqg Valeh.
His creativity has made a significant caltition to the enrichment of Azerbaijani Ashiq art. The
main feature of this contribution is that Ashig Valeh achieved fame both as a master in the word art
and music creation, and as the author of several saz tunes, recognized as a creative Ashiq.

In the 19th century, the works of intellectuals and scholars who lived in Karabakh, as well as
known historical facts, provide evidence that the Ashiq art of this environment had a strong influence
on the culture of the region and the neighboring peoplas.can be observed when looking at the
folklore environments of Azerbaijan, Dagestan, Georgia, and Armenia, and the creativity of folk
musicians and Ashigs who lived and created in these countries. Especially, the influence of poetic
forms and melodiesrpsent in Azerbaijani Ashiq art on the folklore of other nations can be clearly
seen through undeniable facts. Prominent literary scholar Firudin bey Kocharli had provided
substantial information on this matter in the early 20th century. The scholarsdis¢hs distortion
of poetic texts from Azerbaijani Ashigs' creativity, as well as examples of ritual folklore, in the multi
volume work Collection of Materials on the Description of the Peoples and Territories of the
CaucasusThis is further confirmed bghe annotated bibliography of Amin Efendiyev, which relates
to the aforementioned collection. In general, in the geographical area known as Western Azerbaijan,
neighboring Karabakh, there were also vedtablished Ashiqgcommurétis i n pl aces suc
Goycha, Akhbaba, and Daralaydhere were close creative connections between these communities,
and the movement of Ashigs between them significantly influenced the cultural development of the
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region. Ashigs participated closely in folk celations in places like Iravan, Goycha, Borchahd
Nakhchivan, thus exerting a creative influence on the music culture and folklore of other peoples
living in the area. Detailed information on this can be found in the iwvniitime Collection of
Materials on the Description of the Peoples and Territories of the Cauchstis®e second volume

of this collection, the author of the section on Armenian folklore, S. Zelinski, writes: "Over time, the
Armenians beame so connected to the Tatar (Turkish) language that they even abandoned singing
their own folk songs and began to gladly listen to Tatar songs. As a result, Ashigindells) began

to create, write, and sing songs in Tatar (Turkish) as well." (Zelinski, 2018:23)

Similar ideas are expressed by Maharram Gasieglardng the Ashiq tradition of the Childi
r e g i o nChildifiABHqgesnvironment, having a deep influence on the Georgians and Armenians
living within this region and its neighboring areas, led to a desire among them to adopt the Ashiq art...
In the 18th20th centuries, Ashig Ruhani, Ashiq Sheydayi, Ashiq Shijv4shiq Zeyni, Ashiq
Feydayi,Ashiq Pakdayi, Ashig Niko, $iaLado, Ashiq Eto, and other Georgian Ashigs performed
their art influenced by the artistic climate of @kildir Ashige nvi r oo @asémbé, 2011

Today, Sayat Nova, whose ethnic identity has become a subject of discussion, is noted in
sources as an ashik who wrote and created in three languages: Azerbaijani, Armertiaeorgizoh.

(Sayat Nova, 1963:4).

The compiler of the book, H. Ar asl e, al so
Georgian ashiks, for the most part, knew by heart ashik poetry and Azerbaijani epics that were created
in the Azerbaijani language, and to prevent forgetting them, thmyldwtranscribe thenusing
Armenian and Georgian script¢Sayat Nova, 1963:7).

The ideas presented in this quote clearly reflect the significant influence of Azerbaijani ashik
traditions, especially from the Karabakh and Western Azerbaijan regions, on the cultural
environments of neighboring peoples. Another important point to adteat while the adoption of
poetic forms specific to Azerbaijani ashik art is one aspect of the issue, the fact that these poems and
tunes were also created in Azerbaijani Turkish is another important dimension. The fact that the
Azerbaijani language, pagularly its poetic form, held prominence in Armenia and Georgia despite
not being an official state language speaks volumes about the richness and powerful influence of this
culture. In addition to performing Azerbaijani ashik melodies, songs, and darfoliscelebrations
in these regions, the fact that Armenians and Georgians also sang their own creations in Azerbaijani
further attests to this influence.

It is fascinating that even more than 100 years later, we can still observe the traces of this
influence. On the YouTube platform alone, you can come across dozens, perhaps even hundreds, of
folk celebrations from the Caucasus nations, where Azerbaijknsémgs and dances, as well as
samples from the repertoire of contemporary pop singers, are perfolmethg them, songs like
"Uzundara, " " Tel | d&n"and mangpomadorgsrby cohtemp@aayrsiagerg @n be
found. It is often the case thilie origins of these tunes are either not mentioned or are distorted, yet
the strong influence of Azerbaijani musical culture, both in folk and pop music, remains evident. It is
regrettable that our neighbors, who are so enamored with and interestechational culture and
music, choose to focus more on distortions and plagiarism rather than recognizing it as a form of real
and meaningful intercultural exchange. This has had a negative impact not only on interethnic
relations but also on intercultur@onnections. The extinction of the Karabakh and Western
Azerbaijan akeéeq traditions has negatively aff
as well. While in Azerbaijan, the traditions of these environments continue to some degreetit ca
be said the same for the other side. Although the idea of tolerance gained particular significance
starting from the 20th century, when we look at the history of relations between the many peoples
and ethnic groups living in Azerbaijan, we can obs#raetolerance, as a form of thought, has existed
in Azerbaijan since much earlier periods.
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This form of relationship is clearly reflected in our nation's national consciousness, customs,
traditions, ceremonies, folk gatherings, and
continuation and preservation of these traditions, as well asaweiution into new levels in the
modern era, within the cultural policy of our President, Mr. Ilham Aliyev, who has led the Caucasus
to new realities. His approach has enabled the tradition to maintain its position while adapting to the
changing times. &t the past four years, Azerbaijan has restored its territorial integrity. During these
year s, t he fAKhar.i Bul bul Festival o, whi ch hac
music and dance cultures of many countries, and the participationsa¢ians and dancers from
various nations is, in fact, a call for peace to the world. Through this festival, Azerbaijan is echoing
the words of the prominent composer Gara GarayewWwe ar e al so a(Dpdakzatet
2002) This is a call forystice against the injustices faced by our country over 30 years. Today, the
reconstruction efforts in Karabakh demonstrate the Azerbaijani state's commitment to the desire of
the peoples of the Caucasus to live in peace, security, and prosperity. Tessprill undoubtedly
give a boost to the revival of the rich cultural environment and-auttural relations in Karabakh
and its surrounding areas, taking them to a new level of development
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musicologists.
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To sum the comparative study of the two historically, genetically, and typologically close
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preservation and development processes have an autonomous way.
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While bothregionsaregeographicallyandculturally disparatetheaimhereis to developsimilarities
throughthe artistic practiceof combiningpoetrywith music.Theresearch heris narroweddown
to theworksof two artists:T r a b 2Marb&sasael u ra®dP u n | Bubeb Shah.Overtime,
many musicianhave performedheir versestherebydispersing themnto the collective public
memory.| study sameness with regard to metre, scale, tropes and sentence formations in their
compositions. These factors can contribute to a larger thematic affinity between the two.
Theoeuvreof thetwo artistsis characterisetly longingasexperiencedy awanderingooet
musician whose narrative voice diminishes gender distinctions. Also, any expression of melancholy
or gaiety is accompanied by an acceptance of
philosophical concept sublime will then enter to disrca shared realm of feelings so that through
music we can ascertain cultural sameness between the two regions. The paper is theoretically
grounded in | bn 6Arabi, Herder and Kant.
Keywords: t r adi ti onal musi c, Trabzonds Mabdkal ¢
comparative research
1. Introduction

A landscape appears to stand still. Or at least that is what a painting or a moving image tries to
depict. While the movement of river, trees and other living beings signify the movement of life, the
stillness of a mountain stands a supreme authorityraddfng and binding together everything that
moves. Now what if at times music itself is sufficient to move the whole landscape? This paper aims
to study a conversation, a dialogue between nature and human. The intention is to neither romanticise
the must under study nor depreciate it off its formal structure for being close to nature. What we can
do is accept that everyone has their own pace of living and coping with the events of life and death,
as well as with sound imperialism from the central langlssavhich hold power. So | bring together
two musical traditions from seemingly disparate geographical areas. These are Karadeniz and
undivided Punjab. The particular poets studied are Bulleh Shah from the eighteenth century and
Ma 9 kHaal s a n fromuhetwventieth century.

Whether human civilization has evolved by land or by sea in their cases, the two landscapes have
been under consistent gpolitical turmoil** And they have also gone through the collective issue of
migration, be it forced or by will. The paper does not go into their guaitcal and historical
backgrounds in order to arrive at an understanding of music. This is not to negate that stiedyn of s
it is just about taking a different route. My aim is to identify the fundamental tone, that is, what could
possibly strike the spirit of a listener of their music. It is a matter of efficacy but also beyond it. |
propose a philosophical musicology ittentify what allows music to reach the inner core of a
researcher who is also an audience member, a listener. How do we know the wisdom in every song?
What could be the profundity of a work of music?

2. Sameness in Music and Overcoming Sound Imperialism
Apart from the temporal, spatial and linguistic differences between the two poets, there are also
di fferences with regard to their musical trad
supererogatory acts of worship through Sufi mysticisnd)aplied it in social reform. He has been

4 n the context of the Black Sea basin, Abdullah Akat says that it has been a region faulttoas interaction of

di fferent communities and their geographies be it the
he also adds thatthee gi on has hi st o iterntdomihation of idiffereet £doaial hefemonreg and
empireso |ike the Greek, Roman and Soviet amongst othe
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one of the important figures for South Asian Sufism from the Qadri order, mainly in the Punjab region
that spreads in India and Pakistdha ® kFhd s an bel ongs to the Akeék t
countries from Western and Central Asia, bearing intense musical narrative style and significance for
sociacultural reform. However, a common trait that binds the two is that both belong to therisad

of wandering poemmusicians. These two performance traditions primarily use both plucked (saz in
Akékl ék and rabab in Punjabi Sufism) and bowe
Black Seakeme® or Punj abdés dilruba and sarangi) .

The verses of the two poets have been in circulation through several musicians who either belong
to the respective regions of these figures and thereby bring nuances which are closer to them. Then
there are musicians who are Aogals from the mainstreanegions who perform their poetry with
changes. One such change that can be noticed is with regard to the pronunciation of words, where
language is sanitized and polished to cater to the mainstream audience. These second kind of
musicians have more accesshie powerful modes of recording and dissemination of music. The two
figures have also featured incinerivba ® BHhals an6s ver ses are featured
renditions by kevwalka$hem ifieeyHdge ofrHdaaei2R0&)nvinde
Bull eh Shahodos poetry finds its way into famou:
Ali Khan along with commodified renditions in the mainstream Bollywood cinema. It is even a
common practice nowadays for film lyricists to k@ndplace their verses or imitate them in songs
under their own names.

In spite of dissemination of music from the two hinterlands to their respective mainlands, and a
vast listenership that relishes their musical genius, these regions still face stigma that renders them
culturally and intellectually inferior. The bias is everevalent in the larger academia, where people
from Karadeniz and Punjab are reduced to their physical stature and material conditions rather than
being considered as learned intellectuals capable of philosophical, musical and poetic intelligence. In
the r research work reflecting on the Karadeni z
Arda Nural present a similar problem in the context of the Karadeniz musical traditions,

The Black Sea is generally defined as a competitive field with many antagonisms in its history
[Aydén 2020, 12], although there have been many historical and cultural layers and some existing
common traditions in the hinterlands. Because of this preconception, it is not an easy task to make
collaborations in many fields about the Black Sea. (Akat, p. 2R&t & Nural, p. 61)

While it is true that there are certain shortcomings in the region due to conflicts and external as
well as internal sockpolitical vulnerability, Akat and Nural present the significance of preserving
musical archives, categorising them by recognising thero-specialities and features, as well as
building a theoretical discourse that finds connections through identity but also appreciates difference.
This helps in acknowledging that one region itself contains dense repertoires of an intricate musical
heritage. The logic can be applied in a similar vain to the Punjab region that has historically witnessed
heavy warfare, culminating into its partition in 1947 that represented the greater separation and
formation of two nation state$Vest Punjab belongdd Pakistan and East Punjab to India. But it is
a conscious decision of this paper to still r
of the Punjab region, Virinder S. Kalra considers thegiven categories of religion and natietee
to be of lesser relevance in the music of Punjab because the domains of sacred and secular overlap,
particularly with respect to Islam, Hinduism and Sikhism. Even if consistent turmoil has definitely
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marked instability in the area and external hostility, the musical traditions, compositions and poetry
bind its people into a shared regional identity such that the recent geographical separation and border
formation turn weak and insignificant.

The verses of botM a ® kEHadan and Bulleh Shah also strive to overcome sound imperialism be
it through their sanitisation from the centres of sound production or by voices that dismiss them as
not worthy of serious attention visvis classical music. | take this term sound imgiesim from R.
Murray Schaferds thesis on soundscape studies
and thereby dominates not only the acoustic
knowledge production, anpushes them into silence.

Imperialism is the word used to refer to the extension of an empire or ideology to parts of the
world remote from the source. It is Europe and North America which have, in recent centuries,
masterminded various schemes designed to dominate other peoglegalaa systems, and
subjugation by Noise has played no small part in these scheme. Expansion took place first on land
and sea (train, tank, battleship) and then in

When sound power is sufficient to create a large acoustic profile, we may speak of it, too, as
imperialistic. For instance, a man with a loudspeaker is more imperialistic than one without because
he can dominate more acoustic space. (Schafer, p. 77)

The popular belief stereotypes people from Karadeniz and Punjab and their respective traditions
as inferior, loud and overperformative, particularly when portrayed in the popular culture, while the
urban cultures of modernity are propagated by the wesigilization as quiet and restrained.
However, following the logic of sound imperialism, it is the other way round. Rural landscapes are
more quiet and are pushed into silence because the one in power is always the loudest, be it in the
form of religion, ndustry, capitalism, ethnic superiority or the coloniser. The sound imperialism
practised in music studies has also displayed utter neglect in acknowledging the richness of music
aesthetics of the two regions.

Whether it is a matter of commodification and appropriation, or utter disregard, neglect and
condescension, it is now important to move ahead and focus on how does the combination of poetry
and music in the works of the two artists from their respectigims bears the power to present a
universal idea that begins from a highly individual instance and narrative, and stretches towards the
infinity of a feeling that lingers. This method is not a cowatgument to mainstream musicology
that seldom studieslassical music through the lens of cultural anthropology, yet reserves this lens
for the hinterlands in diverse parts of the w
intricate network of musical exchange, formal development and inteoredatithin the hinterland,
the aim of this paper is to understand the hinterland itself as already bearing aesthetic sophistication,
philosophical insight and formal richness in music.

Since Bulleh Shah and a ® kEHasan together belong to the larger tradition of vagabond poet
musicians, there are certain similarities in the style of performing their verses. And so we arrive at
two variations depending on whether the emphasis is laid on poetry or musicality iwdhesr
When the emphasis is greater towards poetry and lesser on musicality, there is less ornamentation in
singing that is easier for a musician who is wandering from place to place, thereby making the

compositon moreofa®c it / recitation. But when the emy
towards poetry, it is mostly performed while being stationary at a place with more dynamics in
singing. This makes a verse mor e ofonpoetissandg an

lyricism prevails in both ways.
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3. Primary Thesis: Sublime and Oneness with Nature

It becomes important to understand how the musicality and poetry of the two artists produce a
shared eternality of human emotions being narrated by them, whether the first person is of the female
or the male voice. This can be done by at first prepariist) af shared themes which are explored in
their verses and compositions. These are:

1.) Gurbet (that means migration as well as the entailing absence or homesickness in Turkish,
and receives an added meaning of misery, poverty and oppression in Persian / Urdu)

2.) Melancholy in love: through the death of a beloved, or in distance, separation and longing

3.) General existential melancholy that hovers and is inexplicable

4.) Description of local customs

5.) Description of physical features of a beloved

6.) Local modes of expressing romantic love

7.) The idea of freedom from the world out

8.) To become nature, to be submerged in nature or to have a conversation with an element of
nature: like being swept by a river, becoming one with the earth, dyindedimd/ dafn(a common
word for burial in Turkish, Persian, Urdu and Punjabi), as well as communicating an acceptance of
oneds fate to the I|istener

It is this last theme that is of utmost important for this paper. If we consider soundscape to be a
direct conversation between human being and nature, it helps to understand how human evokes nature
by making sound and nature evokes human through the mwistle has to offer in her own sounds.

It is this feeling of oneness with nature and powerlessness that can be explained through the aesthetic
judgement of sublime as explained by Immanuel Karithe Critique of Judgmentt involves a
process in which onis overcome with an inexplicable emotion be it melancholy or happiness, to be
submerged I|literally and metaphorically in nat
In the same way, though the irresistib
as natural beings, recognize our physical impotence, it reveals in us at the same time an
ability to judge ourselves independent of nature, and reveals in us a supevieribature
that is the basis of a sgifeservation quite different from the one that can be assailed and
endangered by nature outside us. (Kant, p. 121)

However, there is also a simultaneous assertion of power by the very ability to have this thought
of our own powerlessness in the hands of nature. How does this happen in the present context? When
a wandering poetusician is building a focus and contaigerything experienced in the world
outside bycomposinga song, this song also allows a composite framework to hold on to what this
artist is feeling inside. Itisasifthepestu si ci ands song carries al on
Wherever he goes,hatever he sees and hedsspicked up and carried into the composite framework
of this song. This allows the peetusician to not get lost in the vastness of the natural landscape as
well as the world of sounds, that is, the soundscape. Through his geisius, he can submerge and
yet emerge in the tide of nature. The travelling artist creates a song that emerges as a limited whole,
as a work of music, yet whose meaning and efficacy are not limited.

4. The Fundamental Tone and the Middle Ground

After briefing on sound imperialism imposed by mainland geographies and by intellectual

discourse, we will have to know how the authority of nature and of fellow humans is overcome by
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the two artists through the complesmplicity of a song. | bring the term fundamental tone from
Johann Got tAesthetesPItishenat strikes the spirit of a listener with feelings and offers

a musical sound its permanent characteristic amidst its ephemerality as a temporal phenomenon. This
fundamental tone can be struck only when the musician offers a genuine expressiiie fcone of

her being, and the audience has a genuine experience such that music is able to evoke inexplicable
emotions for both. It is not a matter of agreeable sensations or harmonic resonances, but an initial
tone that is able to set the mood for atirermusical work. And this initial tone is set by the two
figures by forming an amalgam of the landscape in their verses as wanderkmyusa@ans who

narrate shared themes.

It is the inexplicable stirring of emotions that is important even if later it can be described in words
by our faculty of understanding. The fundamental tone is equivalent to an originary and immediate
feeling that is simple yet powerful and hits thedrstr with the gist and essence of the whole song.

So we could say that this is how every theme, every landscape when composed into the framework
of a song carries an element of truthfulness in the works of Bulleh Shah armd EHadan, in order

to reach heir listeners as a direct representation of the uncontrollable force of nature and the
universality of human condition. But how can we grasp the fundamental tone? How can we arrive at
the truth and profundity that the two poets are trying to tell us gfwtheir verses? How do we realise

the permanence of wisdom that each song carries? It is through the immaterial middle ground that
removes all differences between the lover and the beloved that Andalusian Sufi philosopher Ibn
60Ar abods pr oTheUnigessal free ahdithe Fourdixdsis method is where the mortal
being has to annihilate herself (fanUbd) to re.
But | try to apply this annihilation of the ego in the interaction of the artistic genius with the vast
nature fora realisation that in every common style of having a dialogue with an element of the
landscape, in every mention of or a conversation with the beloved, in every a dialogue between the
poetmusician and his listener,dre is a possibility for the two artists to reach a humble middle
ground with all others as a consolidation of their shared artistic genius. It is this annihilation of the
ego of all subject positions involved, be it the artist or the listener, that dHewsto come and meet

on an immaterial middle ground.

Through this method, | propose a humble experience of listening to the verses of the two figures
irrespective of where and when we exist in this world. And my intention is to figure out the path
through metaphysics and philosophical musicology. This is timwerses of Bulleh Shah and
Ma D kHadan express great strength and agency even while singing of fragility and helplessness at
the hands of nature, of a beloved or a s@economic condition.
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OZI'N K Y AND MAQAM
(ON THE MATERIAL OF VOLGA -URAL AND CRIMEAN TATARS MUSICAL
TRADITIONS)

Thereportfor thefirst time considerswo phenomena o z I umiryVolga-Ural Tatarsmusical
tradition andmagamin Crimean Tatars musical tradition in their comparative as@ezté nanét u y
magamnarevocatinstrumental/vocayjenreswhichtypologicalandstylisticsimilarity classifiegshem
as long songé 0 z € nuzun haya

These genres are the result of mind reflected in two fundamental categories and musical
phenomen& uy éarkmaqam ( michlondr vast musical area of Eurasia. Having an
ancient origin related to different religiopsilosophical systems of contrasting and geographically
distantof eachotherregionsk uapdmagamwonderfullyunitein asinglemusicalspaceof regional
cultures ofTurkic-Muslim World, representing in each of them its unique sounding. On the basis of
these two key concepts and categories the report gives a view about musical civilization wholeness
with a lot of musicakcoustic expressive forms, among whica € nandmagamare.

Unity of regional cultures of Eurasia, integral parts of which are Voligd and Crimea, is
due to worldview commonality. First of all, it is manifested on basic musical structurei level
universal, expressed in a common linguistic to@ (¢ °-K ¢-K ¢k ©),yin development principals
of genrek uapdmagamandin arangeof stylisticcharacteristicef phenomena z € hy / hawau n
Common basis of each of these designated regional traditions finds its own sound realization way,
reflectingatmoredetaillevelsi modalandintonationalmetrical. Theabovecanbethebasisfor in-
depth comparative research in the further.

Keywords: 0 z B h gnagamk ¢, sna q Wolga-Ural Tatars CrimeanTatarscomparative
research

The report for the first time considers two phenonienaz € nin MolgayUral Tatars musical
tradition andmagamin Crimean Tatars musical tradition in their comparative aspect. These musical
phenomena represent the high tradition of Vdllyal and Crimean Tatars, peoples who had close
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kinship, political, economic and cultural relationship on the certain historical periods. The fixed name
ATatarso for the peopl es iltheVadlgalal dnchthegCenteg, tramgs h i C «
its history back to the era of the Ulus Jochol@n Horde)i one of the most powerful states in
Eurasia during the 13thSth centuries. As a result of the disintegration of the Ulus Juchi, a number

of independent khanates were formed: Astrakhan, Kazan, Crimean, Siberian etc., the successors of
which ae now called Astrakhan Tatars, Kazan Tatars, Crimean Tatars, Siberian Tatars etc. Despite
the historical and cultural community, the heritage, in particular the musical, of each of the above
mentioned peoples is unique and represents an independent dirémefT urkic, and more broadly,
Eurasian sound space. The regional specificity of musical traditions of Tatars inhabiting different
regions of the former khanates is conditioned, first of all, by the geographical location and complex
historical and gengt processes that took place in the designated territories. This article outlines the
phenomena of traditions of two regions that were as one of the important centers of &urthsia
Volga-Urals and the Crimean Peninsula.

Oz é n ankd magamare vocalinstrumental/vocal genres, which typological and stylistic
similarity classifies them as long sornig® z € n  k u y./Theseugenreh ares/the result of mind
reflected in two fundamental categories and musical phenoteng ¢) yndmagam(ma g }J m
which cover vast musical area of Eurasia. Having an ancient origin related to different religious
philosophical systems of contrasting and geographically distant of each other fegiegsimagam
wonderfully unite in a single musit space of regional cultures of Turkvuslim World,
representing in each of them its unique sounding.

The report emphasizes the terminological aspect and draws parallels with musical phenomena
of other regions. On the basis of the identified musical interrelationships, an integral system of
Eurasian sound space with a variety of musical and acoustic fdrergression, denoted by the
categories ok ¢andma q Usmevealed. To begin with, it is necessary to dwell separately on each
of these categories, which were fundamental in the culture of Eurasian civilization.

K ¢ ws a multidimensional concept and phenomenon has spread over a vast territory of
Eurasia. Due to the constant process of expansion and growth in geographical and musical aspects,
k ¢appears as a branched system, including a great variety of musical and acoustic forms. It is known
that the concept df ¢ iy associated in the history of the Turkigeaking peoples with the era of
Tengrism, the origin of which dates back to the-Bit centuries BC. The multiplicity of meanings

of the wordk ¢growsfromone common and, most | ikely, origi
Tengri sm Kk HeavemygGod it he <cr eator of exi stence
everythingo (Hakimov 2018). Tengriism befcame

the nomadic Turks life: the state structure and the institution of governance in the khanates, the way
of life, as well as the system of musical thinking (Basher, 2011; Hakimov, 2018).
The earliest information related to the origin of the wkrel k ¢/ § ¢ ig contained in the

OrkhonYeni s e inscriptions of the 8th century: f
Ergin who worked with the Orkhon inscriptions.
and me sBashey,2 0 1 1) . Thus, this phrase can be t
[ gl ory/ sound/ tidings/ message] of the name of
famous musicologurkolog of Kaz&hstan S.l. Utegalievd A k s ound, voiceo (L
2013:72).

The next key s ouiTakeby Mahmud BasHgari cdmpilgcirlltth cehtury
where the author besides vocabulary valueskof gives and its musicakerminological
interpretations: Ak®] as a aruz metrics, song
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Divang¢i L, gat k Te:b28)¢ mesi , 1941

More detailed information abolt ¢ ag a musical phenomenon is presented in the treatises of
Abd alQadir atMaraghi (1358 1435), highlighted in the works of one of its first researchers
musicologists Suraya Agayeva. These works record an earlier form of pronunciation and reading of
koktkfiThe Shidirgu is used most by the musici
[various] melodic groups and periods. But the Turkic Bakhshis play on it Ushshag, Nava, Busalik
and the TurkieMongolian "kok". This is the name of a set ofieds based on one of the rhythmic
cycles. There are 366 koks. Each of them has its own name. But of these 366 koks, nine are basic.
And if every day one of the 366 koks is played before the throne of the gaan, then these nine are
pl ayed dail $70193).Agayeva, 19

Summarizing all the meanings of the wérg¢ ag a musical term given in the main sources of
the Middle Ages OrkhonY e ni s e i i nscriptions (T8rk dy Mahewdt ur y )
Kashgari (11th century), treatisesMhraghi (13531435), as well as in scientific research of the
20th-21st centues, in particular, by such musicologists as A. Fitrat, S.I. Utegalieva, G.R. Sayfullina,
L.Sh. Hseynova, Z. A. Imamutdinova etc., it is possible to derive a whole range of its musical
categories: sound musicad sound, voice, set of sounds, melody, tuning of an instrument, position
position on the fretboard of an instrument, mode, aruz metrics, meter of a song verse, musical piece
T vocal or instrumental, musical genre, style, music.

The concept ok ¢ govers a vast territory, called the Great Steppe in the early periods,
stretching from the borders of China to the Danube. Over time, this territory expanded and today the
category ok ¢ opntinues to exist in various forms in the following regions: Uyghur Autonomy of
Xinjiang (China); Central Asi® Kazakhstan, Kyrgyzstan, Turkmenistan, Uzbekistan; Silgeria
Altai, Tuva; UratVolga regiond Tatarstan, Bashkortostan; North Caucaskabadino-Balkaria,
KarachayCherkessia, Dagestan (Kuksg); South CaucasusAzerbaijan; Iran; Irag; Asia Minod
Turkey. K¢y, as a fundament al -speakingpgaplesyfindsfts t he
own phonetic, genre, and, of course, musazalustic expression in the context of a specific regio
tradition.

For the VolgaUr a | Tat ak b /iskthe watbgoty demating the whole spectrum of
the musical system genres, including the religious ldyaer ¢ a p u koontakiogythe pnusecal
phenomena related with the Islam cult practice and Sufi tariga traditions. However, in the Crimean
Tat ar 0 & ¢passédithe path of change as in the musical tradition of Turkey, Azerbaijan, Iraqi
Turkmens, wher& ¢iya partof word ¢ riit¢e r kO kdéeyniot i ng song genres

As it spread and developed, the;, gvolved into new terms, which, in turn, were realized in
newgenresy ul , t ¢r k¢, neva, hava, av anrdothen ale precess s a d
of rapid expansion was largely due to the transition of a part of the Turks from Tengriism to Islam,
in the process of which a new set of terms was perceived and comprehended, realized in new genres.
In different regional musicaldditions this process had its own ways and forms of expression. Each
of them in a cedin regional tradition gives rise to new offshoots, resulting in an integral musical
system that is not limited to the Turkic world. In this context also implies the division of the musical
genres according to the generally accepted classification ingpdod short melodies/songzn
kuy/ uzukné shkaav ak ¢ y/ kér ek hava

Regarding the termis gandhava L . S h. H¢seynova, who devot ¢
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i ssues of musical terminology of the Turks, e
culture of the Kipchak Turks, while in the culture of the Oghuz, among whom are Azerbaijanis and
Tur ks, a similar term i bBemusical auiure offOghuz Turdgs hAvais b i ¢
Asynonymous with such concepts as music, melo
styledo Besides, the resear cweedrdicng ensu stihce caraulslie
which once existin the tradition of AzerbaijarH seynova, 2018: 190).

The whole spectrum of genres in the traditions of the Turkic peoples is the result of the
worldview in their understanding t0°® k ds thk agjs, root, from which grows an integral musical
system covering the Eurasian space. The Wogg the root, the universal in the system of thinking
of Turkic peoples, from whick © k /  k ¢ k etd., akwelbas its digtigngry meanings (sky, god,
root, heavenly color/blue color, sound, message, writing/message, soul/spirit, glory, fame, fame, etc.),
musicatterminological and musicagenre meanings are derived.

Oz é nof thei\folgaUral Tatars is the unique phenomenon, which is the result of growing
from ak ¢-soundrootthat passed through the stages of development (sound stromdtifenelody)
into a whole vocainstrumental work. Representing a vocal and watstrumental, sometimes
instrumental genre, the z € nhakbgopme one of the significant phenomena of Eurasian musical
civilization. Analogies with phenomena of the East Turkic traditionsiazeu n 1 Baghkirs;uzun
C ¢i¢Altaians;uzun jyr 7 Kaz&hs;u z u il Tugans. However, an attempt to draw parallels with
the meaning that expands the scope of musical connections leads to other terminological designations
and phenomena, in particulaigvg magam mugametc.

In the context of our article, another phenomenon appears uniguegesmin the musical
tradition of the Crimean Tatars.

Magamis a fundamental category in the Eurasian space, with a completely different history
of origin fromk ¢, @riginating in the territory of ancient Mesopotamia in the languaigiee Semitic

group (Aramai c, Hebrew, Arabi c) y x)yhasthemeéahimy wor
of fAplaced or afjHehe Botah anchtbe Kbradnramdbsiuged as a vocabulary unit in
Arabic treatises on music of the 8h3t h cent uri es i n the sense o

il ocation [of finger]o on the neck oduphaniogst r i n
scale was apparentlyobteidl at t he very beginning of -1blhe 141
In addition, researchers, including, in particular, the famous researcher G.B. Shamilli, who devoted a
number of scientific works to themgofmeanimgsnaed n o n
this term: sound structure, scale basis, mode, structure of musical language, musical genre, genre of
written literature, style, condensed metaphor, meaeingtion, etc. (Shamilli, 2007: 15, 19, 34p42
47; 2018: 154).

In the process of expansion in geographical and musical relatiomsy Basily penetrates
and adapts in the cultures of peoples of completely different language groups and confessions. In our
case- in the musical world of the Turks. Quite a natural perception of thertexgamby the Turks
contributed to the birth of new regional musical phenomena, includagamin the Crimean Tatar
tradition.

Before turning to the issue afagam it should be noted that Crimean Tatar musical culture
is a multifaceted organism. Among the main factors that determined the specificity of the Crimean
Tatar tradition were the geographical location of the Crimean Peninsula and the complexity of
historical and genetic processes that took place both on the territory of Crimea. Crimean Tatars as a
national formation consists of three ethnic groups, each of which inhabits certain areas of the
peninsula. Each group has owpecific peculiarities that reflected in the musical heritagenres,
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soundpitch, modal, metrical principles:

N o] a y Cremean Tatars inhabiting the steppe regions of Crimea, the language is part of
the KipchakNogai subgroup of the Kipchakgroup:i r /  j yr, c¢chin, beyit/ n

Yaylyboylulari southern coastal Crimean Tatars living in the coastal areas of Crimea, whose
language belongs to the Oghuz group of Turkic languagesr k ¢ , man e, maqgam

Tatlari Crimean Tatars inhabiting the mountainous regions of the Crimean Peninsula, whose
language is included in the Kipch&lolovets subgroup of the Kipchak group. Due to insufficient
research of Crimean Tatlar, scientists often writes about similarity ofmtiscal heritage with
heritage ofYaylyboylular

Magamis related to the tradition &faylyboyluSouth Coast Crimean TatarB)agamas the
term continues to exist today in the culture of the Crimean Tatars in the following meanings: melody,
tune; modal system; vocal and instrumental genre.

1. Magamis melody of a certain tune or song, tune, as evidenced by samples from collections
of the Crimean Tatar musical and poetic heritage and articles by their authors (Aliev, 2001: 10), as
well as information recorded by the author of this article duringatipes to Crimea from 2003 to
2013 (Tuymova, 2011: 187128). This meaning ofmagamturned out to be one of the most
widespread in the TurkiMuslim world: mp g anrthe tradition of the Volg&Jral Tatars is a tune,
melody, today associated with ther adi t i on of readi negUraltTatars Qu r ¢
(Sayfullina, 1999:264)m p g anrthe culture of the Bashkirs is a tune, melody, also today used in
one of its meanings in the traditi omagamihthe eadi
tradition of the Kazakhs is a tune used in the process of performing the epic jyrchy (epic performers),
and also has the meanings of melody, music (Utegalieva, 2013n@&kymin the heritage of the
Turkmens is melody, music (Utegalieva, 2013: 64).

2. Magamis modal system. This interpretation of the tenagamis associated with a whole
layer of Crimean Tatar musical art of the Middle Ages, which reached its peak during the Crimean
Khanate (1444 1783). The Khan's residences of the ruling Giray dynasty were the centers where all
types of classical art of the @rean Tatars, in particular, music, were developed. The period of being
part of the Ottoman Empire (8 18th centuries) was significant in the history of the Crimean
Khanate, which turned out be the culmination of the development of Crimean Tatar culture and art
in general. This is evidenced today by the legacy created by a whole galaxy of poets, musicians,
bestekyar both from the Khan's Giray dynasty and its entourage. The most famoutodayksre
those of the outstanding Crimean Tatar khan, commander, poet, bestekyar Gazi Giray Khan I
(1554 1607), nicknamed Bora, and also Tatar. The works (approximately 70) that have survived
and are performed to thi s eda&azsamaisiii varioksagam i n S
modes constituted the golden fund of not only classical Crimean Tatar, but also (magam) music of
the Ottoman Empire as a whole.

3. Magamis a vocalinstrumental genre that includes a whole complex of musical and poetic
samples performed by a khanende solo and an instrumental en$esabnde. This interpretation
of the term places the Crimean Tatar genrmaflami n t he system of maqUm
musi cal art of the | sl ami-Tcajwiok |Sh a suh ngahquam,1 2T uM
Azerbaij @mistMwWaUm Il rani an DastglUMagB8msteUqgi Ar WA
Arabic Nawbat, Turkish &sl and others.
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The general structure oiagamin the Crimean Tatar's tradition is the alternation of a broad
vocal melody of the soloist and often a contrasting introduction of the instrumental ensemble, and
ba lamai instrumental interlude between the verses of the vocalist. The stylistic characteristics of
the magamgenre, the main among which are broad syllabic chants in the vocalist's melody in free
metrical rhythm u s u | ptageg it in the class okun havawith its extended spectrum of regional
genre phenomena.

Anal ogies can be mad enagamfrorh otherhregion@ltraditicmg im T a 't
particular, Irag theKirkuk region inhabited by Turkmen. In the tradition of Iragi Turkmers g U m
as well as in the Crimean Tatar tradition is presented as aimgtaimental genre. This genre in the
Iragi-Turkmen tradition is interpreted as one of the typaszah havabut with a whole complex of
specifics (Bayraktamttps://www.bizturkmeniz.com/muzikcin-yasayanlasin-so32.

LShHseynova emphasizes in her wowugnssgtenat @i
in the same row withizun havaindoubtedly indicates that there is stylistic connection between these
t wo concepts, that deter mi nekgseynbve,i2018: 194)der st oo

In turn, the Turkmens of Iraq cite tighazalas a genre in Turkey that is close totha g U m
genre (Bayraktamttps://www.bizturkmeniz.com/muzikcin-yasayanlasin-so2.

The mugamof the Azerbaijani tradition as part of a largeale multipart composition
Muj tbmst gUh can al so be me n-pdrtoatairtrumental works of ¢ o n
improvised character with free metro rhythm, called mugams, act as the basic cotspaine
Dastgahs multi-part cyclicvocai nst r ument al compositionso (Che

Thus, it is possible to continue the chain of genre analogies from other regional traditions that
form an integral musical system of Eurasia. In this process, one of the most effective methods,
allowing not only to identify genre and stylistic connectidng, also to determine the historical and
genetic roots of musical phenomena, seems to be the method of recontextualization, firstly introduced
in the practical analyses and successfully used by G.B. Shamilli. Aa a result of this method, G.B.
Shamilli wasable to recognize Mesopotamian lament, in particular, in the Azerbaijggams At h e
modern classical genres of Azerbaijani mugham have also preserved the qpusiicaforms of
ancientlamentsinitsvocaln st r ument al i mi tation of the prini
2024:7).

The comparison of thez  koPthe VolgaUral Tatars and themaganof the Crimean Tatars
allows us to identify a common historical and genetic root, the origins of which can be seen in the
philosophy ofk ¢, Whe category ok ¢ 8s a system of thinking turned out to be the key to the
perception of such terms Aavaand magamby the Turks. The relationship of these categories is
emphasized by researcherL.8hs ey nova: @Al n the music o-havda he T
magammugam (mugam) manifestte ms el v e s a sH geynova, A0t8nkO1)..Particdlarly
important for us is the interpretation miagamasuzun havan the IragiTurkmen musical tradition
(Bayraktar:https://www.bizturkmeniz.com/muzikcin-yasayanlaisin-so2.

All above mentioned scientific hypothesis, research opinions and methods allows us to place
0 z & nandm@&qgamin one row. An examination of the phenomena af & hof the VolgaUral and
magamof the Crimean Tatars makes it possible to see the common basic musical sfiructure
universal, expressed in a common linguistic r&og (£ °- ¢-K ¢k °) yand in development
principals of genre& u and magam This also manifests itself at the structural level of musical
patterns, the analysis of which constitutes the next stage of this work. The above can be the basis for
in-depth comparative research in the further.
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LEGACY, PRESERVATION AND CHANGE OF MUSIC AND DANCE TRADITIONS

My presentation deals with the current state of Afrab, -Persian-Indian and-Turkish
musicandritual movementraditionsaroundthe IndianOcearandhowto preserveahesdn thelight
of globalization and the marginalized positions the communiti@ériafan origin traditionally have
in the regions around the Indian Ocean.

In theTurkic world theOttomanempireof coursehadintensivecontactswith theAfrican and
Afro-Arab world. Nowadays Izmir has a palpable Afrorkish community. Persia always had
immigrationfrom Africa viathehistoryof slavery,orto amuchlessedegredy voluntarytravel . All
alongthe SouthCoastandontheislandof QeshnthereareAfro-IraniancommunitiesEachof these
communities have their own cultures, musically and spiritually. How to preserve something of the
culture of such communities, which are often risking complete disappearance, as the communities
often are marginalized and as modernization takes d@enservation may lead to become dry
museological stuff.

There is a proactive alternative, like how Morocco deals with Gnaoua, a culture that in
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comparablevayderivediromtraditionsfrom Southof theSaharadhatmigratedhroughslavery trade
and mercenaries. There is the famous Gnaoua Festival of Essaouira. The artistic staff through the
years had put Gnaoua culture on the map by putting the traditional masters enthusiastically on
pedestals andrganizing cooperationgith renownednusiciandrom elsewhere, from the US (Will
Calhoun for instance), viaustria (Joe Zawinul) to suBaharamfrican nations.

All this even though also in Morocco the relation to the history of slavery remains a taboo.
Moreover therespectiveninoritiesfind moreself-respecandtheir musiciandind waysto improve
their life standards.

Thefestival ofEssaouira could be a rateodel forpreservation with an eyfer an evolution
into the future.

Keywords: legacy,preservationGnaouaFestivalof Essaouira

IMAO3  MUSIC THERAPY: PROBLEMS AND PERSPECTIVES IN THE 21ST
CENTURY

c02.Music therapy in clinical practice CHAIR: RAFIG TAHMAZOV

SVETLANA NESTEROVA
ProfessorPhD,BukharaStateMedical Institute
namedafterAbu Ali Ibn Sino
E-mail: academytm@yandex.ru

INTEGRATIVE MUSIC THERAPY IN THE TREATMENT OF CHILDREN WITH
CEREBRAL PALSY

The most ancient sources testify to the healing power of music. Thus Pythdgstatle,
andPlatobelievedthatmusicrestorefiarmonyin thehumanbodythathasbeendisruptedoy disease.

Avicenna, an outstanding doctor of all times and peoples, treated patients with nervous and mental
diseases with music a thousand years ago.

Sincethe 19th century, music therapyhas beenspreadingin Europe. Nowadays, doctors
are increasingly turning to a "pleasant” medicine through the subconscious, activating the inner
forces of a person in the fight against the disease. Music is an important mpasgeatingand
correctinga numberof disordersThe useof musicfor therapeutiand correctional purposes has
become a separate field in medicine, psychology and special pedagogy, and has been called "music
therapy". Music therapy has three types: receptive (passive), active, and integrative.

Keywords: Musictherapy rehabilitationof cerebrapalsy,integrativetherapy
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OLEQ NAMAZQOV

Specialistin body practicesisingsoundandmusictherapy
E-mail: oleg_namazov60@mail.ru

DIAGNOSTIC POSSIBILITIES OF MUSIC

Platowroteaboutthemusicof theheavenlyspheresn hisworks.Ciceroassociatetheseven
main planets of the solar system with the seven notes of the musical octave. Aristotle believed that
music has an impact on the aesthetic side of the soul. In ancient China, music was equated with
mathematics and associated with astronomy.

In thel3thcentury AzerbaijaniscientistSafiaddinUrmawicreatedreatiseonthebeneficial
influence of music on human health.

At the turn of the 20th and 21st centuries, the famous Japanese scientist Masaru Emoto
demonstrated using microphotography how water forms harmonic forms during freezing after
exposure to sounds.

We examined patients using mugam diagnostics developed by Doctor of Medical Sciences,
Professor of the Azerbaijan Medical University Rafig Faig oglu Tahmazov.

The patients were given to listen to the sounds of the mugams: Bdyeatz, BayatiQajar,
BayatiTurk, Ushag, Chahargah. Then the information was read, and the result was recorded
depending on the patient's perception of this or that mugam. The rdsbhésstudy coincided with
the diagnosis of modern medicine.

In our research, we also used sound influences, where health restoration took place in
conjunction with individually selected physical exercises.

Sound effects were used on certain biologically active points (BAT). Positive results were
recorded.

The patient was diagnosed with a radiographically diagnosed rupture of the capsule of the
shoulder joint. She was offered an operation for endoprosthesis. The patient refused this and turned
tous.Forthreemonths morningandevening soundeffectswereappliedto thedamage@reaUpon
completion of the sound effects, the need for surgery disappeared.

Keywords: DiagnosticsU-sin, BAT
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E-mail: dilaraaliyeva59@gmail.com

FIDAN ALIYEVA
PhD, Seniotecturer
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AzerbaijanMedical University, Departmenbf Normal Physiology

THE CORRECTIVE THERAPEUTIC EFFECT OF MUSIC ON THE
PSYCHOPHYSIOLOGICAL AND VEGETATIVE INDICATORS IN HEALTHY AND
NEUROTIC DISORDERS OF YOUNG PEOPLE

Purpose: The corrective therapeutic effect of music on the psychophysiological and
vegetative indicators in healthy and neurotic disorders from 15 to18 age of young people

Relevancetn orderto studytheageandindividualtypologicalcharacteristicef theinfluence
of nationalmusi¢NM) on the neurophysiological, psychophysiological and autonomic functions of
healthy and borderline neurotic young people agedl85years, the dynamics of EEG
(electroencephalogranmdicators parametersf vegetativeandpsychologicastatusvereanalyzed.
A retrospectivenalysisof the natureof the preferredpiecesof musicwasalsocarriedoutin order
to investigate the cause of various psychophysiological reactions of the examined young people to
the NMproceduresTheoverwhelmingmajority of thosein thegroupof youngpeople(15-16 years
old) preferredo listento melodicbuttempomusicalcompositionsit alsohadsomesynchronizing
effect on the limbieeticular structure of the brain and was manifested in an increase in alpha
rhythm strengtha decreasén the amplitudeof quick wavesand somesedativeeffectsin healthy
individuals i a decrease in the level of situational anxiety, experiencing positive emotions,
normalization of the vegetative sphere. Young peop}8lyears old preferred more impetuous
melodies with a clear tempo rhythm, sounding with moderate strandtthis was also reflected in
the increase in amplitude and indexes of EEGMaste rhythms. However, in this case, positive
changes in the vegetatigphere a decreasén hemodynamidndicators,aswell asthe degreeof
situationalanxiety were obserde

Novelty: In subgroups of 156 years of age of young people with neurotic disorders, their
preferencés melodicduringprimaryemotionalvegetativavakefulnes# ledonlytoaslightincrease
in alpharhythm,(onfrontallobe)aslightnormalizatiorof vegetativandicators Someof theyoung
peopleagedl 7-18,with neuroticdisordersghosefastpiecesof musicthatcorrespondetb melodic,
lyrical melodies.

Keywords: National Music, electroencephalogram, vegetative and psychological status,
neurotic disorders, limbiceticular structure
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The impact of music and other sound information on the human body is of extremely
important significancelt is known that specially selected music can influence mood, trigger or
suppress aggression, and optimize various vegetative functioasd hormonal status [2, 4, 3].

Numerous studies have shown that the activation of acoustic sensory inputs to the brain (in
the form of music therapy procedures) is an effectiveptarmacological rehabilitation technology
and can be used in the comprehensive treatment of patientdepitssion, streselated emotional
disorders, and to enhance mental performaj8,13]. Special musical compositions have been
proposed, such as the Medical Resonance Therapeuisic (MRTM) by P. Hubner [ the
effectiveness of which has been destosied in a number of clinical studies for newalisorders
in adolescents [1, 14, 5, 10,]11

The effectiveness of music therapy procedures depends on the content of the musical

composition, its genre, temyphbythm, variability of the acoustic flow energy, as well as, on the other
hand, on the age, personality, and indivielyalological haracteristics of the person [12]1At the
same time, despite the widespread use of music therapy, the physiological mechanisms of its
perception (at both the conscious and subconscious levels) and the specifie aediro
psychophysiological mechanisms thghuwhich music influences a person's functional state remain
largely unclear.These questions have only received fragmented coverage. Among the available
literature, we did not encounter scientific studies concerning the impact of organized or recreational
music use on the psyclemotional sphere of healthy adolescents and youdityiduals with
borderline disorders, yet it is precisely at this age that music occupies one of the most important places
in a person's emotional lifBased on the above, the fjofiour work is to investigate the agelated
features of the dynamics of psychophysiological correlates of medical resonance therapeutic music
(MRTM) procedures in practically healthy young men aged8%and young men of the same age
group with borderhe disorders.

Materials and Methods of the Study

Based on clinical symptoms, the identified borderline disorders in young men were classified
according tolCD codes 41.1i "generalized anxiety disorder" @3.21 adjustment disorders.
Dynamic studies were conducted on 48 practically healthy young men and 48 young men with
neurotic disorders, who were divided into 4 age groups: 15, 16, 17, and 18 years old, with 24 subjects
in each age group.The subjects underwent studies of subjective, electrophysiological,
psychophysiological, and autonomic indicators during single presentations of emotionally pleasant
fragments of "medical resonance therapeutic music (MRTM)" [13], specifically the Paueen
Simphonig"Hymns of the Sun, No. 1'RelaxationB™). Initially, the young men were seated in a
chair in a dimly lit room, where they were asked to rate 5 musical fragments, each lasing 1.5
minutes, on a-point scale. Based on the ratings, the most emotionally pleasant#élegh and least
emotionallypleasant (lowrated) music fragments were determinBide MRTM procedure lasted 20
minutes, and the stereophonic sound of the music was provided from licensed compact discs through
computer speakers. Before and after the musical interventithe young men underwent
electroencephalogram (EEG) recordings, completed compagad versions of the "wdleing
activity-mood" (WAM) tests, and the Ch. Spielberger test to determusdsief trait (LT) and state
anxiety (SA)[ 11] . Additionally, systolic (SBP) and diastolic (DBP) blood pressure, heart rate (HR),
and the calculation of the Kerd's vegetative index (VI) were meastinedcEG was recorded using
an 8channel electroencephalograph from the company "Neurosoft" (lvanovo) in a relaxed state
("eyes closed") with monopolar placement at 6 points on the head: F3, F4, C3, C4, O3, O4, according
to the international @0 electrode placement system. The time constant for EEG recording was 0.3
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seconds with a 30 Hz filter, and the calibrat
on the earlobes. The recording duration was 180 seconds. EEG data were processed using the
"Brainsys" automated processing package (2001). Spectralpo®&f] ) , bot h t ot al a
frequency bandsyas calculated based on Fourier transformation. The analysis epoch was 8 seconds.
Additionally, for each EEG registration area, the proportion (in %) of spectral power Uhréinge
(7-13 Hz) and théotal U-rhythm power (across all analysis epochs) was calculated, and the statistical
significance of their dynamics was assessed individugtitistical data processing was performed
using the "Statistica for Windows" 6.0 software. Considering the small size of the comparison groups,
the nonparametric ManfWhitney U-test was used to assess the significance of differences for paired
and unpaied samples.
Results and Discussion

It was found that in all the identified age groups, the young men in the clinical subgroups with
neurotic disorders showed significant differences in psychophysiological and psychological
indicators compared to their practically healthy peers (Tabl€hljs, in these individuals (with the
exception of the subgroup of 4®arolds), a relative depression of the alpha rhythm was observed,
predominantly in the anterior leads, along with lower-asfessment scores for general sbelhg
and mood, and higdnscores for situational anxiety (in the-§8arold subgroups). At the same time,
no significant differences were found between the vegetative parameters of the groups of healthy
young men ath those with anxiety disorder$he presentation of an individually selected music
fragment led to a complex of psychophysiological changes that were fundamentally similar across all
age groups, both in the practically healthy young men and in the subgroups of young men with
neurotic disrders. These changes included an increase in the spectral power of the alpha rhythm
across all recorded leads, predominantly in the frontal and central regions (except in the subgroups of
17- and 18yearold young men), a decrease in the level of situal anxiety (SA), an increase in
selfassessment scores, activity levels, a slight decrease in baseline blood pi@B3uend a
statistically significant decrease in diastolic blood pressure (DBP), along with the optimization of the
values of vegetative index coefficients (VI@ijthin the range of nhormotoni&uch changes overall
indicate the effectiveness of music therapy (MT) for correcting the psychological and ensititaal
of young men aged 158. By comparing the complex of EEG changes, vegeatatharacteristics,
and mental status indicators, it can be assumed that music therapy (MT), by influencing integrative
brain processes and the emotional state of the subjects, helps to alleviate the dysfunction of
nonspecific regulatory systems identifiedneuotic disorders in adolesceniBhe obtained results
are supported by the study [12], which shows a reduction in sympathetic influences, predominant in
adolescents with neurotic disorders before the exposure to functional music, and a trend towards
balance between the sympathetic and parasympathetic systems at the periphery. These findings reflect
the interaction between the ergotropic and trophotropic systems in the suprasegmental regions of the
auonomic nervous system [4At the same time, in different age groups, the nature of the shifts in
psychophysiological indicators during the dynamics of music therapy procedures differed and was
likely dependent both on the characteristics of the music fragment preferred for réiprodad on
the individwal traits of the subjectg @ble 1a).

Thus, in the dynamics of musical exposure in the group -gedbold healthy young men, a
significant i ncrease in the spectral power 0
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406. 7N73.1 (p<0.05), along with a decrease in
with minimal shifts in psychological indicators. In the subgroup of young men with neurotic
disorders, the increase in the spectral power of the alphahbhp  was si gni fi cant ,
310.3N44.5 (p<0.05), while a decrease in diast
to 79.0N2.2 (p<0.05). Situational anxiety sco
heart rate (HR)dcr eased from 71.0N1.6 to 69.2N1.7 (
reduction in heart rate (HR) and blood pressure (BP).

In 16-yearold practically healthy young men, the music therapy procedure only led to a trend
towards an increase in the spectral power of the alpha rhythm (45.6%), while the vegetative
parameters changed in opposite directions and were not statistigalijcant. In young men with
neurotic disorders, after functional music exposure, a decrease in diastolic blood pressure (DBP) was
observed, from 85.0NR2.8 to 80.0N3.2 (p<0.05)
(p<0.05), and achangeintheg et ati ve index coef flil.ieeMma. 3 V(I P!
Additionally, changes in the alpha rhythm were noted in the frontal and central leads, as well as
normalization of the values.

In the subgroup of yearold healthy young men, no significant changes were observed in
the EEG characteristics after functional music exposure. However, a decrease in diastolic blood
pressure (DBP) was noted, fr o zatign®fvBgetativednddxo 7 4
coefficient (VIC) from-11. 4N3.7 to 9.1N4.2 (p<0.001), as
assessed webh e i ng, from 5.2N0.2 to 4.9N0.2 (p<0.05)
from 41. 3N3. 2 01).tinondiddaalsvithheufbtic figord@rs of this age, no significant
changes were observed in EEG values or vegetative parameters after music therapy, although there

was a slight decrease in systolic bl o@0b), pres
diastolic blood pressure ( DBP)assdssed webe®dfrodm N2 . 3
5.3N0.2 to 4.7N0.1 (p<0.05). When pr eysaeofdt i ng
practically healthy young men, the values of spectral pawehe alpha range did not change

significantly. However, a significant decr eas
67.3N2.1 (p<0.05), as well as a statisticall:

38. 9N2. 3 p<6.013 Whed N82ardd ygung men with neurotic disorders underwent the
music therapy procedure, an increase in the spectral power of the alpha rhythm was observed across
all recorded leads. At the same time, a decrease in diastolic blood pressurevd3B®jted, from
80.8N2.5 to 75.0RKR3.0 (p<0.05), but significan
selfassessed mood and wk#ing

To analyze the reasons for the different psychophysiological reactions of the subjects to the
music therapy procedures, a retrospective analysis of the types of preferred music fragments was
conducted. It was found that young men in the younger age gfbbyié years old) predominantly
preferred to listen to melodic, yet rhythmic musical compositions (75% of healthy individuals and
88.1% of young men with neurotic deviations). This had a synchronizing effect on thergattudar
structures of the braimanifested by an increase in alpha rhythm power, a decrease in the amplitude
of fast oscillations, and a mild sedative effect in healthy individualsch as a reduction in situational
anxiety, the experience of positive emotions, and normalization ofetpetative sphere. However,
in young men with neurotic disorders, when there was initial emoti@ystative arousal, listening
to such compositions led to only a minimal increase in alpha activity and some normalization of
vegetative parameters, whilebgective emotional tension and anyieémained, and even increased.
Young men in the oldesge groups (118 years old) preferred melodies that were more energetic,
with a clear tempaohythm and moderate volume, which, evidently, were accompanied by tonic
effects. This was reflected in an ambiguous dynamics of alpha rhythm, with an increbse in t
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amplitudes and indices of fast EEG oscillations. However, positive shifts were observed in the
vegetative sphere, including a decrease in hemodynamic indicators, as well as a reduction in levels
of situational anxiety (normalization of the emotional baokgd). Some of the 1¥8yearold

young men with neurotic disorders chose rhythmic music fragments combined with melodic, lyrical
melodies. It is possible that this particular type of music most closely matched their initial negative
emotional backgroundgcharacterized by a high level of anxiety. This led, after music therapy
procedures, to opposing shifts in EEG values, some optimization of vegetative status, while the level
of situational anxiety was maintained or even increased. This reflects thegmeesiahd circulation

of excitations in the corticthalamic and corticdimbic neural circuits (possibly influenced by the
emotions associated with the content of the musical fragments themselves).

Conclusion

Thus, the conducted study, dedicated to examining theedafed features of the dynamics
of psychophysiological and vegetative correlates of medical resonance therapeutic music (MRTM)
procedures in practically healthy young men aged&8%nd in young @n of the same age group
with neurotic disorders, made it possible to establish the following: MRTM procedures, tailored to
individual preferences in musical fragments, have pronouncegdtegds effects, manifesting both in
the optimization of emotionatate and in the normalization of vegetative regulation of cardiovascular
functions. It can be assumed that the complex influence of the frequency characteristics of the
musical sequence and the emotional perception of music have a synchronizingrefifectimbic
reticular structures, leading to the activation of the alpha rhythm spectrum primarily in the frontal
areas of the brain, reducing the activity of suprasegmental ergotropic sympathetic influences in the
regulation of visceral functions, andmmalizing the emotional background of the examined young
men aged 188. At the same time, the pronounced polymorphism of subjective, vegetative, and EEG
reactions of the subjects to identical music exposures indicates the ambiguity of the emotional
respamse of young men from different age groups to their presentation. This depends on the initial,
previously formed dynamic stereotypes in the subjects and is particularly evident in the subgroups of
young men with borderline neurotic disorders. On the dthed, the effects of MRTM are largely
determined by the individual preferences of the subjects in choosing musical fragments. In the groups
of 17-18-yearold young men, the preference was for more energetic melodies with a clear tempo
rhythm, which was edently accompanied by tonic effects, manifested in an increase in the
amplitudes and indices of fast EEG oscillations, normalization of hemodynamic indicators, and the
elimination of situational anxiety.

Meanwhile, 1516-yearold young men preferred to listen to melodic, yet rhythmic musical
compositions, which led to sedative effects, the experience of positive emotions, and the
normalization of vegetative disorders (more pronounced in healthy individoatswith the
persistence of high levels of situational anxiety in young men with neurotic disottieas).also be
assumed that the influence of different MRTM fragments depends not only on their frequency and
rhythmic characteristics but also on theividual traits of the subjects (such as the type of nervous
system, personality accentuations, health status, age, etc.), which opprespgcts for further
research.

Table 1. Vegetative indicators of healthy young men and young men with neurotic disorders
aged 1518 years and during FM exposure.
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DBP PBP
Spectral power | HR SBP
before after | before| after before | after | before| after | before| after
H [314,8[]406, 7N68,7[69,0N120, 4[117,982,9[78,6[37,9([39,2
15 |t <0,05
age [N |254,9(/310,3N71, 0869, 2§121,6/119,2/84,2[79,0(39,8|41,3
{1 <0,05 <0,01 <0,05
H |[325,8[359,6N67,1[67,9N116, 7/114,6/80,4(78,3[35,4[37,0
16 |t
age [N [286,3[321, 467,372, 08117,09[117,185,0[{80,0[39,3[37,0
t1 <0,05
372, 23623 74,5
Z | goa N52, 4 |70.3|68,3|116,7/112,978,8|g, ([37,3(38,3
17 |y <0,05
agé |N |267,2(311,8R71,5|70,8R120,8/113,480,0(73,7|40,4(38, 4
t 1 <0,05 <0,01.
z |309,0[320,0N69,4|67,3N113,0{110, 479,6|78,3([33,3|38, 8
18 | <0,05.
age |[N [248,6 275,168, 1|66, 8N114,6/111, 480,8|75,0[35,0(35, 4
t1 <0,05
Not e: Spectr al-heproratee $BP §ystolid bjood ptddRure, DBRliastolic

blood pressure, BP i pulseblood pressure, 1 values before MRTM, 2 after the procedure, p
significance of differences in the healthy group before and after MRTM,ipXlulgroups with
neurotic disorders.
Table 1a. Values of psychophysiological indicators in healthy young men and young men with

neurotic disorders duringthemya mi ¢s of MRTM procedures ( MNm)
Well-being | Activity Mood VIC SA PA
beforc::‘ after~ beforg after ] beforg after ] before | after | before| after | before| after
1 |4,8KN[4,6N4, 7N[3,6N4,4N[4,7N16,5116,6[41,5[37,5[41,2[38,7
15 |1 ] <0,05
age |N |4. 8R4, 94, 9f¢° N5, 3K 5,385 749, 7N39,8[36,7(36,7(|36,4
{1 | <0,05
H 5,1N4,7N4,8N4'6N4,9N 5,1N'14,2 -5, 8N 39,9(34,4(39,5(38, 8
16 [ |
age | N |5, 3Rf|4, 9/5,5/[% 8N4, or 4,28, , 3111 6|45 5(44,3(39,9/4, 8K
t 1 <0,05 | <0,05
H 5,2N4,9N4,9N4'6N4,8N 5,0N'11,4 9, 1N{41,3839,1(|38,7(|38,1
17 |t <0,05 | <0,001 <0,01
age (N |5, 3f|4, 784, 8f[% N5, 2r 5,187, o{9.6N42,1/43,0|40,8(|42,6
t 1 <0,05 ]l ’
H 4,9N4,9N4,8N4'6N4,9N 5,1N;1]15‘4_141738,9 33,9(36,8(36,0
18 [t | <0,01
age N |5, 0f|5, 185, 1R[% "Na, sr 4,889 o114 ol44 2[40,3[38, 2|37, 9
{1
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Note: Wellbeing, activity, mood, VIC (vegetative index coefficient), PPersonal anxiety,
SA - situational anxiety, H healthy, N- neurotics, statistically significant difference-pwith
indicators before and after in practically healthy individuatgl pl- in neurotics of this age group.
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COMBINATION OF MUGAM DIAGNOSTICS AND TRADITIONAL METHODS OF TCM
(TRADITIONAL METHODS OF CHINESE MEDICINE: TUINA AND ACUPUNCTURE)

This article explores the effects of massage on the central nervous system, emphasizing the
significant role of music in enhancing these effects. It highlights how different massage techniques
intensive versus slowtimulate or calm the central nervoustsyn, leading to muscle relaxation.

Furthermore, it underscores the importance of music in the massage process, demonstrating
how music aids in muscle relaxation, enhances pain relief, improves mood through serotonin

215


mailto:masajmektebi@bk.ru

ICTMD -2024,Baku
activation, and normalizes sleep patterns. Additionally, the article discusses the positive impact of
music on the masseuse, contributing to the quality and fluidity of the massage.

Observations indicate that massages accompanied by music yield better outcomes compared
to those without music, particularly in relaxation massages where the tempo should align with the
music's rhythm.

Keywords: musclerelaxation painrelief, relaxationmassagéechniquestherapeutienusic
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c0l. The phenomenon of the singing voice in musical traditions CHAIR:
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SAFEGUARDING TRADITION: UNIFIED EFFORTS BY VOICE RESEARCHER/VOCAL
PEDAGOGUE AND ENT DOCTOR IN ADVANCING VOCAL HEALTH, WELLBEING,
AND ACOUSTIC & PHYSIOLOGICAL STUDIES AMONG AZERBAIJANI MUGHAM

SINGERS

Integrating cuttingedge scientific advancements alongside medical and acoustic
technologies, this research aims to advance voice studies within the Azerbaijani vocal mugham
context. A collaborative effort between vocal pedagogue and ENT specialist nasibated to
systematically address the unique vocal challenges encountefeéiaijani traditional mugham
singers, including the nuanced aspects of their vocal health andeimd within this unique
pedagogicaimusical medical andculturalcontext. Theestablishmenif aVoice Researclscientific
Laboratory at the Azerbaijan National Conservatory underscores their commitment to advancing
voice science and supporting vocal hygiene among musicians through educational initiatives.
Objective: This study aims to identify prevalent functional challenges in the vocal apparatus of
Azerbaijanimughamsingers(khanendgto enhanceheir vocal healthand capabilities while also

ssessing the effectiveness of preventive meashMiethiod and Instrumentation: Two cohorts of
professional young mugham singers, aged 20 to 35, were involved in the examination. Acoustic
analysis was conducted on the singing voices of all singers from both cohortSapnag, Voce

Vista andPraatsoftwareattheConservatory.aboratory Furthermorefiberopticlaryngoscopyvas

utilized to evaluate vocal fold condition and function at a medical facllig.first cohort received
training in proper breathing techniques and vocal health management, while the subsequent cohort
maintained their customary routineResults: The acoustic and physiological analyses were
systematically conducted for six to twelve months, encompassing both groups involved. The first
cohort demonstrated improved vocal condition with minimal disturbances. The second cohort,
lacking guidance, expeamced vocal issues, including hoarseness, impaired singing, nodules, and
relatedcomplications Conclusion: Thecollaborativeeffortsof voiceresearchersocalpedagogues,
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and medical practitioners in mugham singing significantly enhance the prevention of vocal
pathologies through continual learning, research, assessments, and interventions. This endeavor
signifies a pivotal advancement in upholding the tradition of mughaging while safeguarding
performers' vocal health.

Keywords: mugham singers, voice pedagogy, acoustic analysis, interdisciplinary
collaboration, functional voice disorders, vocal health, fiberoptic laryngoscopy
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EXPLORING ZENGULE TECHNIQUE IN MUGHAM PERFORMANCE

This study aims to examine the implementation and significance aetiguletechnique
within mughanperformanceemphasizingfs intricacy,thenecessityf inherentvocaltalent,andthe
role of dedicated training and institutions in preserving and evolving this mugham method.
Azerbaijani mugham, a unique and esteemed music genre recognized by UNESCO's Intangible
Cultural Heritage list, is noted for its complexity and the exceptionedhabilities required for its
execution. Central to mughamzengué, a vocal ornamentation that showcases a performer's skill
and is nearly impossible to execute without innate vocal talent. Both male and female performers
must possess naturally gifted voiceszasguledemands exceptional vocal prowess, especially in
higherregisterzil. Theintegrationof gazalsandthestrategiglacemenbf zengulen mughanpieces
are crucial, with special emphasis on vowel sounds. These elements are vital in assessing the
proficiencyof mughamperformersThe academicstudyof mughamjncludingthe zengulebegins
at an early age, often continuing through voice mutation periods in males, duringaehgie
must adapt to changing vocal registers. Institutions like the National Conservatory play a pivotal
role in nurturinghesealents emphasizingheimportanceof masteringzenguleduringthemutation
period to ensure future performance capabilities. Distinct styleermgjuleexist within different
mugham schools, such as tharabakh School dflugham, Baku School dflugham, and Shirvan
School of Mugham, each maintaining unique traditions and oral learning methods. Despite its
improvisational nature,mugham performers learn zengule through rigorous training from
masters, preserving traditional techniques while evolving the practice for contemporary
performances. The Azerbaijan Mugham School exemptifissbalance of tradition and modernity
in mugham performance.

Keywords: moderndevelopmentsn Azerbaijani mugham,zengule mughampedagogy,
gazal vocalmutation,mughamschoolsmughanteachingmethods
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VOICE ONSET TIME (VOT) IN STOP CONSONANTS AS AN IDENTIFICATION
ELEMENT OF PERSONALITY

Since acoustic parameters depend on articulation, the speech signal is characterized not only
by general indicators but also by @ygpearancef individual signs caused by physiological factors.
Fromthis point of determiningindividual characteristicshrougha speechsignal,a specialmarker
is thefi v 0 onsett i m(&Q@T) [Lisker, Abramson1964:387], definedasthe interval after the
opening of the stop before the start of vibration of the vocal cords in stop consonants. VOT is a
temporal acoustic parameter defined as the time between the cessation of contraction of the stop in
the vocal apparatus and the beginning of vibration ofz/tfwal cords during the pronunciation of
stop consonant¥.OT is recognizedasthe mostreliableacousticsignalfor distinguishingvoiceless
from voicedconsonantdMost phonologistssiew VOT asanaspecbf theimplementatiorof more
standard functions such as wbcalization or +/ glottal extension. There are also studies showing
that the phonological status of VOT categories influences the implementation of prosodic
boundaries (Cho, Le&, Kim, 2014;Cho& McQueen2005).Experimentshowthatastheplaceof
articulationmoves from front to back, the time of sound occurrence increases. VOT primarily
measures aspiration: long®MOT correlateswith greater aspiration, driven by physiological
movement@and aerodynamic forces. Understanding these gestures also helps define differences in
articulation places through changes in formant frequencies associated with specific vocal gestures.
In our study omAzerbaijani languagmaterialsthe VOT durationof stopconsonantsariedamong
speakersindicatingit serves as distinctspeecttharacteristienfluencedby variousphysiological
factors.Researchndicatesthat the duration of VOT, the silent interval, is preprogrammed rather
than constantly controlled by speakers. Sometimes, supraglottic timing is influenced by laryngeal
timing demands (Weismer, 1980). From this perspective, VOT can be used to identigualdi
characteristics.

Keywords: sound signal, spectral analysis, VOT, phonoscopy, identification, microanalysis
of sound signal
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ONCE AGAIN A YOUNG ROSE: DEDE EFENDI AND THE DEVELOPMENT OF
MAKAMIC HARMONY IN TURKISH MUSIC

Many traditional Turkish art music genres do not lend themselves well to incorporation into
Western music format. Most prominent among those that do admit harmonization are thek &
category of songs. The temna rdénétes any Turkish urban art song, flourishing from the early
nineteenth century. Based uparnuz the quantitative, Arabiderived system of metrical prosody,

K a fiskmeteredseculavocalsongwith instrumentahiccompanimensolidly groundedn makam
(Turk. p.makamlaj.

DedeEfendiis ahighly esteemedomposenf bothinstrumentabndvocalworks.His music
represents the most elaborated and complex style in the development of traditional art music. He
employedsuchTurkishmakamlai eéspeciallyferahfezarast, andhicazd to makehiscompositions
sound more Western. Othmakamlardend themselves less well to harmonization. His songs in the
aforementionednakamlarfacilitate the incorporation of chordal accompaniment today. In order to
harmonize these songs, the neutral intervals employledazand other traditionahakamlarare
generally adjusted to more diatonic pitches when combined with smafmr harmonies. In this
paper | will analyze some of his compositions under the influence of Western music. These works
madehim the most prominent figure in the history of traditional Turkish art music.

Keywords: DedeEfendi,makamicharmonyin Turkishmusic,k a rakuz ,

Introduction
One of the most admired composers of the entire history of Turkish art music is
Hamamc*K$ mai | , known as fADede Efendi o. Hi s n

traditional Turkish art music and he is accepted as one of the cornerstones of Citwkisim music

history. He was born in Istanbul in 1778 and died in Mecca in 1846 duringldnsnage. Dede

Efendi, the most famous traditional art music composer and performer in the Ottoman Palace, was a
member of the Mevlevi order. Lodges of Mevlevi order have been very influential on traditional

%“He was known as fiHamamcéojluo in his |ifetime. Today,
Efendi o (5), t he Ilzaddt itnwd ys yalnl aabrii satfo chriast incanaef ffi | i at i o
a noble family. The |l ate G¢ltekin Oransay has always r
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Turkish art music, functioned as conservatories of music and schooled many musicians and
composer§’Yeni kapé Mevlevi Lodge was also a school
was listening to music played during worship, studying and trying to improve himself artistically. He
officially became a Mevlevi in 1797 and began his musical career avigWldervish.

Dede Efendi sang in the court of Sultan Selim Ill and Mahmud Il. As a court musician and as
the teacher of both Selim Ill and Mahmud I, he acquired a legendary reputation. The two sultans
greatly appreciated his compositions. By inhabiting the world®wift@nd religion, he was able to
create a stylistic synthesis of the secular and the spiritual in his work. Dede Efendi is a highly
esteemed composer of both instrumental and vocal works (6 and 7) and some of his compositions
lend themselves today well lmcorporation into Western music format.

Musical Change in the Ottoman Empire

The first official move towards Western music was initiated by Sultan Mahmud Il in 1826,
after he had disbanded the Janissary Corps in the same year. Western musilopeasas a
substitute for the military music of the Janissarisitan Mahmud decided to set up a military band
in the European style. The Sardinian minister in Istanbul was approached for help in obtaining suitable
musical instruments and a bandmaster to train the army musicians. As a result, Giuseppe Donizetti,
brother of the famous oparcomposer Gaetano Donizetti, came to Istanbul in 1828, where he
organized and conducted the neMdymed military band. Later he became the first director of the
| mperial Ottoman School of Music and titde ned
army. Within a year Donizetti succeeded in training sufficient number of musicians who could read
European music and play it well enough to form more than one band. The Muzikd¢ may un w
the impeial orchestra, band and chordgart from the acdvities of the Muzikai H ¢ mmaanyu n
Ottomanand Levantine soloists and music teachers had developed a lively musical scene, which was
enriched by visiting artissnd even ltalianmeratic ensembles. Donizetti was given the rank of pasha.
Years later his successor taught and conducted an orchestra of women of the royal harem for the
entertainment of Sultan Abdulhamid Il (2, p.22Q3).

After Donizetti Pasha, during the reign of Sultan Abdulaziz, another Italian, Callisto Guatelli,
became the Sultands Master of Musi c. Li kewi s
conductor of an Italian opekaogeouponnzkstanhk
death in 1856. The Italian influence on musical life continued only for a short period, which was
replaced by the French and German influences over time.

The I talian musicians brought with them su
(in the Turkish style, or in the style of Janissary music) which sparked a debate among some Palace
musicians, a conflict that still continues today in Turkeylsed mostly by the Europeans in the
nineteenth century, Nfal |l af aeg Bt a pedfadnecd io suged ora p e
f a,snade up of instrumentala k s i m, p e kaneévocak ®a znsCet ieéki, s ik ©r , bes
y ¢ I ¢ k arglie andtiwas oneof the six branches of theaditional art musi¢®

47 The liturgical music of the dervishes was extinguished as a result of the interdiction of their orders in 1925 and

the closing of their monasteriegkk§.

48 Ever since their earliest contacts with the West, Turkish musicians, traditional elites and Western elites have been
ambivalent concerning the traditionallé turca) versus the modermal{a franca): questions have remained unclear

regarding how to maintain a balance between traditional and contemporary society, each of which has its own
demands (2, p.208).

4 Traditional OttomasTurkish Art Music in Istanbul was comprised of 1. Ottoman military music (knowveister

musikis) , 2. The sacred music of the dervish (especially t
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Deprived of its exclusive position as the art music of the Ottomans since the introduction of
Western music in 1826, and challenged by a difficult struggle to hold its ground in a quickly changing
society, traditional art music was no longer able to castinith the timehonored forms and idioms
and had lost some of its vigdt The operair music of the traditional military band known in the
West as Janissary musicraehter musikighad fallen into oblivion in the first half of the nineteenth
century. Thus deprived of one of its six branches, traditional art music was further suppressed during
the reigns of Sultan Mahmud Il and Sultan Abdulmecid.

The Ottoman Palace in Istanbul took measures to promote only Western music. But a strong
reaction immediately set in by the traditional elites. Neglect of the traditional art music offended some
|l i ke Dede Efendi, kakir AfjthatDed&Biend wal yeey upsatwhero t h ¢
the Sultans preferred light songs against art songs and more importantly when traditional art music
was replaced with Western style tunes such as Italian light socgstadesat the palace.

While Turkeywas almostotally isolated from cultural developments in the West, it appears
to have been only in the early nineteenth century that Western music, including common practice
harmony, became widely familiar in urban music circles of Turkegrspersed throughout Giuseppe
Doni zetti and Callisto Guatelliés manuscripts
as European dance music and popular marches, which were introduced by Donizetti, Guatelli and
their contemporaries. The works are examples oftertainment music rather than art music (2,
p.203205).

Analyses of Dede Efendi 6s Work
In this part of my paper, [ wi || analyze t
that reflect European influences in three sections: 1. meter, 2. melody, and 3. harmony (6 and 7).

1. Meter

Written by Dede Efendi AYine bir g¢lnihalo
song inmakam rastThis song is &emaj a short vocal piece in triple meter. The Ottoman Palace
was quite unfamiliar with waltzes before Dede Efendi wrotesdmeais ong A Yi ne bir g
3/4 meter. There is a European inspiration in this still popaktrsong, which he composed under
the influence of Western atmosphere. Dede Efendi tried to demonstrate that the palace musicians of
traditional art music were also adept in writing art songs in the Europeanistytidition tofi Y i n e
bir ge¢l ni hal omakdmirast rogég hfeDi Is olmigrs gaonzel e meyl ettt
m¢ n e v v e rAnothel mopultar. song iimakam rasis probably his a s t-é ekrf@s the name
implies, thenewk ©r i n MAGAmM; mas t d a icn@nbe2DE2@7)

Dede Ef endi ngnakam tasirY ;g gmas, r cihané m¢gnevyvel

of the mosque (orthodox Islam), 4. indoor art music (catied sanrf as &l ) mu $i. kirseicr eati onal ot
the end of the nineteenth century knowmpgssa musikigi 6. urban folk musi¢l, p.106)

50 We need to remember that all societies change in their views of music as well as in their musical styles. For
example, whilghe officially sanctionethalkidiom of Turkeyduring the Republican ewas defined to exclude the

modes fhakamlaj of art music, themugamr epert ory was <centr al xalgomusicomcepti on
Azerbaijan. Xalq musiqisi (the equivalent of Russiam ar o d n a y h likemisez heéame a relatively
comprehensive term in the other Turkic republics of the USSR, though genres with religious connotations were often
excluded for ideological reason&nd, further, some Turkic societies have restricted and inhibited change as
detrimental to the function of music (3, p.8).
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géczel e meyl ettipleimetérieil leed faYien @ Tiey g r g k |ostieeimachnd .
section of hig a s té kiic&¥ z ¢ md e d a icns alssiytaple meter. Dede Efendi, after
having listened to Western music in the Ottoman Palace, he asserted that he could also compose
musical pieces of this kind and he later wrote innovative sonfgsahfezaandhicaz makamlages
well. His most popular songs farahfezama k afinBéverd rana ett B¢ tib ghhokka 0
n e vas well asony ¢ r ¢ k ofdiefarahfeza mevlevi ayimire in triple meter. Hisemaisongs
inhi caz fegyk éonggte d ©0 i dinme-i n enki & eale ;heemai usulthe rhythmic
cycle), or in triple meter (5).

The common characteristic of meters in Ded
the majority of these work are written in triple metersemai usukuch as 3/4, 3/8, 6/4 and 6/8.
However,semaiwas not the onlysul (Turk. p.usuller that Dede Efendi used. In his Western
influencedhicazs ong A Mah y¢z¢ne aevierlaksak@&swn9/8 (5h ksheulthpel oy e
taken into consideration that 9/8 isatsakmeter in Turkish music, not a compound triple meter.

2. Melody
In Turkish traditional art music, the melodic line is usually formed by the progression of
adjacent pitches. Large intervals are not found except transitions to the maldiesections of the

wor k. The principal melodic interval in tradi
ast a nim Turkish, the distance in pitch between two white keys on the piano if they are separated
bk O black key. The same principle is also ob

hand, when we atyze his Westermspired work, we can find thirds, fourths, fifths and octaves that
are often employed. Not only these intervals but he also used sixths and sevenths, even intervals larger

than an octave, such as emeyéeprpths asl en. hiLs ke
all intervals within an octave including sixths and sevenths irr hass t-€é ket z ¢ mde dai
hayali canao. Ot hermakampasth ¥r nesobigs @&l ni hal 6 an
m¢é¢nevver edenartheandfdths. i ncl ude f o

We find a similar progressioninhisi c az nak ék fyYirnek maedwaddb et 0
his modern, nevk ©ar k ©& nBoth pieces include thirds, fourths, fifths, sixths, sevenths and
octaves. Similar intervals and modulations are found in his sorfgeim a h f e zfBir vardik a mé
rana etoi mBgk-imgkhaw mevan AYine bir ge¢lnihalo.
minor keys. In other words, Dede Efendi employedrtst scale for Western major key, and the
ferahfezascale for Western mor key.

It is also significant that modulationinvolving either change of scale type or transposition
of tonic, or botl is a central feature in Turkish performance practice. In music, relative keys are a
type of closely related keys, the keys between which modulations occur, because they differ but
no more than one accidental. Relative keys are the most closely related, as they share exactly the same
notes. In tonal music, modulation is the process of changing from one key to another. It may take the
form of a simple modulation to a closely related key and back againelm a h f e zthesayia k a mé
(progression) is quite interesting. The secondarye ma gcalgid e r a h f e zissF majar kna mé
Western music. And D minor is the relative minor of F major. In Western music major keys often
modulates to their related keys. For example, F major modulates to D. ®aorodulations from
a ¢ e ma to busetikscale are similar to F major and D minor relation in tonal music. We can find
this relationship in alferahfezasongs of Dede Efendi. The progression moves fbuselik to
a ¢ e ma and baekriduselikscale. Similar modulations occurlini ¢ a z y ¢firY¢i kn esienneaki 6
muhabbet o between A maj or andasittiyarmdeléaltiirveg Kkl
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between G major and its relative key E minor. Although it is theoretically closely related to Western
music, the practice reflects exclusiveBttoman tradition. Since such practices are common in
traditional art music, we should not necessarily regérdm as reflecting \astern influence.
Nevertheless, Westeinspired melodic lines, definitive cadences amique modulations are the
most distinctive features of Dede Efendi.

In ferahfeza mevlevi ayinhis finalmevlevi ayinhe also used similar Western melodic forms
and composed a modeayin®*Dede Efendi 6s innovations were
and he arranged and orchestrated (4) the faethmands o n vy ¢ r gektions effarahfeza
mevlevi ayinP? Dede Efendi wrote many vocal and instrumental pieces influenced by Western idioms
in makam hicaandrast, amevlevi ayirin makam ferahfezaand a few songs in the samekam(6
and 7).

3. Harmony
In order to appreciatethedM st er n i nfl uence i n Dede Efendi
compositional techniques and fAmakamic har mon

thoroughly some of these pieces and their contemporary harmonized versions, we better recognize
the way Dede Efendi treats melody in his songs.

Many traditional Turkish art music genres do not lend themselves well to incorporation into
Western music format. Most prominent among those that do admit harmonization &reathek é
category of songk a riska@netered, secular vocal song, with instrumental accompaniment, solidly
grounded irmakam These songs are metered by simygellerrather than complex rhythmic cycles,
and their lyrics are closer to spoken Turkiflede Efendi employed such Turkishakamlai
especiallyferahfeza, rastand above glhicaz to make his songs sound more Western.

Among the various aspects of the Western influence, the most relevant here is the use of
makam Turkish makamtheory and practice, and many of timakamlarthemselves, bear close
affinities with Arab counterparts, and, indeed, their evolutions were closely linked for centuries. Thus,
for example, the Turkismakamhicazclosely resembles its Arab namesakgaf). Although not
widely used in Turkish music before the eighteenth century, by the early nineteenth bieaizitad
become widespread in traditnTurkish art music.

Thehicazscale is of particular relevance here, as it achieved such popularity in Turkish music.
The Turkishmakamhicazhas played an important role in the development of modal harmony also in
the Balkans since it accommodates chordal harmonies more easily than do most of the other basic
Turkishmakamlar Dede Efendivrote a variety of popular songs @ j anddance tunek ® - ¢ k - e
in makam hicag5). The pitch resources of thecazand thehicaz makamiconfigurations, with the
characteristic augmentasgcond between the second and third scalar detjriégsie predominantly
in the harmonizations of Dede Efendi 6s songs.

In makam rastchord progressions tend to follow simple Western conventions to a greater

51 A mevlevi ayiris a traditional vocal and instrumental genre of the Mevlevis, consists of four movements called
selam.
52 For some of the harmonized pieces of Dede Efendi, see the compathdi¥¢altz: Ecstasy and Mysticism
Concerto K°In and Sarband directed by VIadimir I vanoff
53 Further, as Oransay writes, the concepnakamextends well beyond the simple notion of scale (8, p.106), and many
melodies employing thieicazscale may not follow the characteristic patterns ohtlaamitself.
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extent than in othenakamlar because it is more diatonicthlani ¢ a z comrkoa iméthek a r k é
genres (4 and 5). Othenakamlarinclude modes with prominent neutral intervals and chromatic
scales (for examplé&abaand Segahl which do not lend themselves to accompaniment with major
and minor triads.

Turkish music retains the neutral intervals and chromatic modes that are generally sacrificed
in order to facilitate chordal accompaniment. The uses of harmony in Turkish music todayotould n
be called functional in the @étern sense, since the vocabulary of chords and progressions derive not
from European common practice but from the pitch resources ah#kamlarused. Thus, for
instance, a song set to the famildrazma k awitB its characteristic flatted second and sharpened
sixth degrees on thseending scale, would employ major triads built on the tonic, the lowered second
and the fourth degrees, along with minor triads on the sixth and seventh degrees. The pitch resources
of thehicazis very interesting as seen indkexample. Neverthelessgite are no definitive cadences.
The traditional Turkish art music features the practice of modal modulations that, as vaegusee
above, could facilitate the incorporation of chordal accompaniment.

The accompanyi ngneeehdnd dnsi K afm ofHE yT takzd tk ar k &
A-A-Gm-Dm-A-B&Gm-A-A-A-Gm-Dm-A-B&GMA £ A-A-Gm-Gm-B&B&GMH-A : ¢

A-A-B&A-Ddim7-Ddim7-Ddim7-Dm-A-A-B&B&Dm-Dmf Gm-Dm-B&A-Gm-B&Gm-A: €

I n order to harmoni ze Dede Ef endi 6hicazand ng s
other traditionalmakamlarare generally adjusted to more diatonic pitches when combined with
majorminor harmonies. Othanakamlarlend themselves less well to harmonization than does the
ferahfeza, rastor hicaztype scales (4 and 5). His songs in thesakamlaralso allow the
incorporation of chordal accompaniment today. $tilse songs employ a melodic and harmonic
system quite different from European common practice.

Conclusion

Dede Efendi composed such religious musical genr@syas n, d ur ardt e kahdO i
secular genres ds ©, -é&k ©Om ©t é k , best x,ar ke ? t ¢ tarlinggmore he
composed e K ane sazsemaisiHis music is also open to folk taste. This characteristic can be
observed not only in his light songs but even in his liturgical and lofty secular compositions. Dede
Efendi composed vocal and instrumental pieces in almost all of the genres of thentabdrtimusic,
from theme v | envo sim@e/religious hymn, or from the elevated secular musical foria @te
urban folk dance song. His music thus represents the most comprehensive product of traditional
Turkish art music. He brought new colors to traditional art music and composedakamlarsuch
assul t ©ni y e g ©hh %sneel vi es¥esrdn li icdalcrp eddede lEfendi composed more
than 500 titles, and 268 of the titles composed im@8amlarreached today. He is one of the final
representatives of the tradition of greamposers. The art music tradition, includingtha rgénee,
was carried to the twentieth century by Dede Efendi and his stients.

Some of Dede Efendi 6s compositions echo th
music from Europe. Dede Efendi 6s occasi onal [

“Among his students, M¢cezzinbaké -R8§856) Beg Kk edsSoh)wadBel 80 ¢
the most famous popular songwriteksd § df the period.
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even some of his melodic lines are Western s pi red. The mel odic | ine
gélnihal 0 was evidently composed with specifi
that Dede Efendi learned Western forms, styles, and harindahg palaceHe tried to demonstrate

that the Turkish musicians were also skillful songwriters who were capable enough to write melodies
in the European style.

The fimakamic harmonyo described in this paj
in the sense that, first, the vocabulary of chords and progressions employed derives from the modal
resources of Turkismmakamlar and second, the arrangements, harmonizations and orchestrations of
Dede Efendi 6s work generally play a | ess str.
analysis of the harmonizations, it is clear that the majority of the chordal accompaniraeats
decorative rather than structlfanction® In the makamic harmony discussed here, triads are often
used primarily for color, or for sonority, or in the context of a simple oscillation between two chords.

Today while it has gained greater popularity, the uses of makamic harmony exhibit
considerable variety, in accordance with the distinct musical arrangements in Turkey. Nevertheless,
certain conventions are employed in the harmonizations of the songs.iiitlese some use of
major and minor scales, with essentially European chordal harmonization. Except for the harmonized
piecesinh i ¢ a z ,mankoaizatons of Turkish scales have not yet been standardized. We can
observe standardized applications ofrclab accompaniment only imakam hicaz

Dede Efendi 6s music represents the most el
makamic harmony-e used theastscale for Western major key, and feeahfezascale for Western
minor key.The melodic structure of his compositions, the manner he treatsatta@nlarandusuller,
his definitive cadences, and his characteristic modulations are very striking. Even today Dede Efendi
continues to be regarded as one of the leading exponents of traditional art music. As seen in all these
stylized work,even though Dede Efendi never wrote polyphonic music, he laid the groundwork for
harmonic thinking in Turkish music and pioneered future attempts to create polyphony.

Appendi Xx: Li st of -Dspicced Compositorsi 6 s Western

Makam Rast

1. Yine bir g¢lnihal alde bu g°nl ¢m¢g (Rast
2. Dil Dbir g¢zele meyletti hele (Rast kark
3. Y¢zendegr cihané mgnevver eden (Rast kar
4. G°z¢mde-icdaniam (hReaydpdjvE©Or D¢eyek 8/ 4 + Yeéor ¢k

Makam Hicaz

5.Ey -bngwe do© mukum m¢gptela (Hicaz karkeé) Yeér ¢
6 . Mah y¢zeéine akékaném (Hicaz karke) Evfer
7. Yinie mwekakkbet (Hicaz Nakeék Y¢gr ¢k Semai)

Makam Ferahfeza

55 Naturally, the degree to which a chordal accompaniment is structural rather than the decorative is difficult to
assess,
and is inherently subjective to some extent.
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8. Bir verdi rana ettim temaka (Ferahfeza karké)
9. Bl hgk neva (Ferahfeza karkeé) Semai 3/ 8

10. Ferahfeza Mevl evi Ayi ni (D°rde¢gnce¢ Sel a
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ON THE SIGNIFICANCE OF KEMAL ILERICI'S HARMONIC CONCEPT IN THE
STUDY OF TURKIC PEOPLES' MUSIC

The goal of the presentation is to introduce the harmonic concept of the renowned Turkish
musicologist and composer Kemal llerici and to highlight its significance in the study of the music
of Turkic peoples.

1.In the context of globalization and cultural integration, questions of polyphony arise in the
development of monophonic musical cultures, including those of the Turkic people.

The waysto addresgshem can be summarizedn three main trends: Preservation of the

traditional style;

Adoptionof thepanEuropearstyle;

Creationof asynthesif thesestyles.

2. In Azerbaijanimusic,thethird pathwaschoserandbroughtto life.

The fundamental material for polyphony in the works of Uzeyir Hajibeyov is based on the
modes of Azerbaijani music.

The principles of harmonization that he developed were later expanded upon in the research
of contemporary Azerbaijani musicologists.

The practical application of these principles is reflected in the music of Azerbaijani
composers.

3. Theissuesof polyphonyin Turkish music were approachedlifferently. The harmonic

concept of K. llerici and its main features:
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Folk music( T ¢ rwiasghoserasthe objectof harmonization.

The creation of harmonic structures is based on the interval structure of makams and the
functional characteristics of their degrees.

This choice resulted in an extraordindiyersity and a wideangeof possibilities dueo the
rich modal organization of Turkish music.

The makam H¢gseyni was chosen as the model
based on it.

As a result, the quartal principle of chord structure became the foundational principle of
harmonization. Stable and unstable degrees of the makam are identified as the building blocks of
future chords, each with its inherent functions.

The harmonic concept of K. llerici represents one of the ways to create a synthesis of
traditional monophonic and pdturopean polyphonic styles.

Keywords: Kemalllerici, harmonicconcept
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THE FATE OF MUGHAM DASTGAH: COMBINING ARCHIVAL AND
ETHNOGRAPHIC, PRACTICE -BASED RESEARCH

Azerbaijanimughambelongs to a vast, transnational classical tradmagamistaf{Simms
2009), stretching from Xinjiang to Mauritania. Many regional variants of nfasjamsystem,
including Azerbaijanimugham underwent canonization as part of natimnlding projects
throughout the twentieth century (Davis 2004; During 2005; Hassan 2017). Asnsugham
dastgald themaincyclicalgenranwhichmughamspresented wasstandardizedith thecreation
of a new curriculum in the 1930&rchival documents contain lists dastgah performances from
late nineteenth and early twentieth century that show a much more fluid and varied performance
practice.

In this presentation, | question how these archival materials can be juxtaposed with
ethnographic, performandeas ed research focused on wunoffic
masters. Relying on extensive fieldwork and lessons with main successardirigages, | stress
that living masters possess rare insight imioghamand dastgahstructure that may have been
excluded from official versions. Providing examples of data gathered as an apprentice tar main
lineages) attemptto showhow researchbasedon bimusicalityandbiaurality (Gill 2017)with the

living mastergangreatlyenhancé&nowledgeaboutthechangesnughamunderwentn thetwentieth
century. Specifically, | investigate particuldastgahcycles, combining archival data and current
practices, proposing how this kind of research approach can be adopted and further developed in
futurestudies abounughamFurthermore, suggest hovthis approach can hesed to question and
develop music scholarship abauughamproduced in the Soviet era to arrive at new research
avenues.

Keywords: Azerbaijani mugham, magam, dastgah, tar, prattased research, archival
research, biaurality
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Introduction
| was overjoyed at todayods |karsnagham (igatcla u s e

felt like the biggest milestone. Finishing the cadential phrase, | put the tar down and looked at my
teacher across from deElkhan Mansurov, the main successor of the Bahram Mansurov tar lineage.
The feeling was mutual. He stretched his arms out and proudly held a piece of paper with 59 sections
of kur dpstgah, which he wrote with Cyrillic letters and in different colored pens. Holding this
precious record, he sigdeand dated it June 15, 2015. For him, as for me, this list was a testament
to a full year of hard work, when | attended lessons with ceaseless questions about newkparts of

d $tgah | found in archival lists. Many of these new parts he added skilfully on the spot. Sometimes
he asked me to wait a week while he worked out how to insert them into the jpstyadh dhatkur

was now becoming. His relief that we finismedr at | ast suddenly change
Elkhanmuelim actual ly | forgot to s h ouwlistwihu sttafige s o n
title for the main first part usually calledmay Wr i t t en i n Plrgauiham,. 0i t s
After a |l ong pause as he examined the title,

of kur mayp! This is what it was called in the past, and this makes perfect sense because here we see
it as the firstgu pfthedgs t gah. 0
ABut perhaps it is something else? How do we
ANO no no! This is it! These arnepc)l mdased| thissstas f r
great discovery.o
(fieldwork notestar lesson, June 2015)
In this paper, | question how archival materials with origmagihanlists can be juxtaposed
with ethnographic, performandea s ed research focused on unof fi
tar masters. Specifically, | investigakar mugham fstgah,combining archival data from Bahram
Mansurovdos folder at the Nati onvall Ar cAr)avickys | odf:
current practices of his main successor and son Elkhan Mansurov. As the vignette above illustrates,
my study of Azerbaijanmughamdraws heavily both from my own experiences as a student of the
tradition, and my research with archival documents. | would like to question how the vast historical
data aboutmughamavailable at local archivem Azerbaijancan be fruitfully used as part of
bimusicality, or performanebased engagement with a musical tradition. The methodology | explore
can be defihadedd fipseariche because the main a
practice to gain new kndedge. To elaborate, dnwal lists ofmughamare incorporatedto lessons
with masters who then use them to create original and expanded versionglefmd p s t The h .
creative process itself revealsimthe standardized forms become flexible and fluid, thus challenging
outdated views afmughamas canonized musical repertoire. These findings support the argument of
Bradford Garvey who wrote t he |drgue thablragi pergormarb o ut
and audiences treat and have treated the IM [Iragi magam]snatcanonical tradition but as a
repertoire in processual devel opment and as a
Ethnomusicologist Ted Levin (1984:29) discusses hskashmagamturned into a
Aremar kably frozen traditiono due to nagham et r
also underwent reforms that culminated in a homogenized, ordered model for tfaundwofficial
Soviet institutions, my research has shown that alternative forms survived and are continuously being
developed. There are living masters who are successlimeages that trace back to gBeviet era,
and who can make sense of the performance practice from late nineteenth century and early twentieth
century. Indeed, bewildering modulations and unknown partsaugham fistgah that can be
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observed in these archival documents are riddles they can solve, as | have observed in my own
lessons. Some questions | would like to pose include: How can we compare the archival lists and
unofficial repertoires of living masters? How close are they awd ¢an we know? How can we
ascertain the historical validity of current practices using the archival lists? How do both strands of
data challenge the perception of Azerbaijanighamas having a canonized form? What do the lists

tell us about earliemughan and its connections to magam systems in the vicinity, for example Iran?

When todayo6és masters reincorporate earlier pe
invention, or a bit of both? How does this creativity provide insight into atlifferent meanings of
Atraditiond among current Azerbaijani c¢classic

mugham creativity can we gain when we juxtapose the two strands of data? For example, how do
masters today connect different partst thiie discovered in archival lists? Do they do it through a

tone or a passage? Do they transpose sections in order to connect them in new ways? What emotional
and affective states are involved in this creativity?

Overview of archival sources: Mansurov folder

File 650 focused on B atdr pesformeMsacompusedof @ghetos,c a r €
poems, diaries, letters, speeches of the acclaimed musician, as well as thenhsthamparts
performed in early twentieth century. The latter are there because the file includes documents of
Bahram Mansurovds f at h-£2965) de untlecMirza Ma8ns@i88y1863)n ( 1 &
who hosted famous regular gatherings of musicians and poets atminjttamwas performed and
its constituent parts were recordmtipaperSome of these lists are written in Persian and thiose
later in the century are in Cyrillic. The actual date of the records is not always known because in
many cases only the date when the records were included in the folder are available. For example, the
subfolder 650. 1. mughansett ednB8Buf eesmahl 8 théPersianc | u d
alphabet. According to Elkhan Mansurov, the handwriting belongs to Meshedi Suleyman, meaning
t hat the records are probably f rrughamgahtringse 19
ceased to take plac@®n page ten we see the sections ofdrp s tagsaidifMansurovii Rul es abo
mughans e c t ,i650:11.49010):

Mahbprguhan
C¢dai

Gerai

Huseyni

Spl mpk
kura Kphnaz
Buseliq

Bayatée tg¢rk
ki kpfusey.i
PKiran

Si mayi Kp ms
Hicaz

kah Xptai
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Sar pnc

Baba Tahir

Bpzi mgah
K¢rdeg Kphnaz
Neki bof praz

On pageeighteenin the same subfolder, tre p s tigyomite different with the following
sectiondMansurovi Ru | e smughans e t t ,i6%0:1.49018)

kur

Buspl ik
C¢dayli
Gpbrayl i

Novruzi

kahnaz
kpbhrakub
kahnaz xar
Mubariqgp
Muy p

Bayaté t¢rk
D¢gah

Ruh ol pbrvah
ki kestp fars
Xavran

Pkiran

Sphbmai Kp ms
Hicaz

kah Xptai
Mavpnnphr
Mphti zprrabi
Mpbhnpvi
Kpbbri

Baba Tahir

Sar pnec

Pbu Pt a
kahnaz xar a
Spl mpk

Neki b fpraz
Bpzm «kxur
Analysis ofk udrp s t igsétitionalized form versus Mansurov form versus archival form

The standardized form &f udr p s thgsdahle following sections with the main tones of each
sectionnotatedbelow:
Bpr dakt

Mayp
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kur-kphnaz
Bugplik

Bay dt¢e& k
kikpsteyifars
M¢ prrigp
Pki ran
Somayikpms
Hicaz
Sarpnc
Qpbmbngiz

Ni K -fpiaz
Ayaq

Figure 1: Standardized form wfudrp st g a h

0
L ©
""“ I O I O O
v — © ove o T ! | v\_
= Vv | hicaz | —
mclzya bayati-tiirk samayi-soms saranc |
sur-sahnaz sikasteyi-fars nisibi-faraz

Focusng juston the beginning section knownmgyp up untilk uxkrp h a fauzth higher, we
cansee that the institutionalized form Hasir-five sentencesc( ¢, minma y vphile the Mansurov
form from today hatwvo sentencescgm 1) pnd a number of sections with their own nafseg Table
1). The latter arecalleumapd wer e defined to me as dAphil os
c ¢ muspally contain a clear questianswer bipartite form, may have some technique in focus, and
proceed along a slower, but more regular pace.
Table 1: Sections part @f unma yinpthe institutionalized form and in the Mansurov lineage

|l nstitutionalized f|Mansurov | ineage

45 sentgmtes ( 2s ent épmoe s
Mi z rt gphozi
Bupsi k

Ced ai
Zi Kk e
Gov Ir i
Gphr ai | i
Haédpr wi
S bk

The sections that belongntoa yinparchival listsare most likely names gf u Krpfact, many
g u played by Elkhan Mansurov today and also by the successors of the other lineage founded by
Ahmad Bakikhanoy have the same titles as those found in the archival (%t Table 2)
Importantly, characteristics that they starteady metre, complexity of technique, quesaoswer
structur@ reveal a close link tghazalpoetry, confirming assertions thgaitherings from a century
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agofocussed on the harmony between music and poetry. Some of my teachers even identified exact
metres ob r comesponding with thegeu K p .

Table 2:k uma yphprts found in archival lists (undelined sections are found in Mansurov lineage
today) (Mansurov 650.1)

650.1.19,1650.1.19,1650.1.25,3(650.1.40,
Mahbprguhgkur Bpbrdakt maftCodayi
Cedai Buspl ik Ma yypi Kur Gbrayi
Ger ai Cedayi Spbl mpk H¢seyni
Huseyni Gbrayli Codayi Spbl mpk
Spl mpk Novruzi Geovhpri

Gbrayli

Tizpk

Hacé Dpr vi

Buspl ik

With regards to the largecale form ok u r  d in Bstergfitirthere are sections heteat
are playd outside ofk u r  d today FEpaeRampleb a y-r it ®vhich appears to be included in
K ud p s tiggaadistinct fulld p s tcgcke lon its ownMu yi$currently only part ozabul segah
d p s t Ig anainstream practice these components are not incorporated wmto d preeir g a h .
presencecan perhaps be explained by the fact that modulation was intrinsérlter performance.
Musicians had to be creative and strimgghans togetherusing various modulatory links. The
palpable heterogeneity of p s tsguatbre shows us a completely different understanding of the
d p s tfggnaamd perhaps a different understandinghagjhancredivity.

Another issue concerns those parts that appear only once among the rriaoyigtrgersions
and are not in practice today. One hypothesis is that they originated due to the wide regional networks
of musicians who attended theusicepoeticalgatheringsRafig Imrani reports that some of these
rare parts can be found in books about the history of Iranian music (Imrani 2000: 24). Helerigues
AThe reason behind these additions mpieswhei n t
considered theinclusion intok uaas musi cal ly | ogical and possib

Conclusions

There areno sound recordings of full p s tcgckesfrom a century ago anthere is no
evidence aboutow most of the sections in the lists soundé¢ehce, his kind of analysis may leave
more questions than answers. Moreover, there are informatioringps archival listabout who
performed and in what context. What appears to berafluid and heterogeneous structure, may
have been more rigid if for example each list be&uitg different lineages or performers who may
havein reality produced much more stable and repetitivie s tversaohs.

Despite these uncertaintidbere are observations to be made that point to future research
avenues. First, ethnographic evidence shows that there are living masters who possess rare insight
into mughamand dpstgahstructure that may have been excluded from official Soviet versfons.
thorough investigation of archival lists combined with knowledge of current practices can provide
insight into the structure af p s tirgearlytwentiethcentury and clues as to how and why it was
altered in the 1930s. Worlg with these masters and investigating archival documents, analyzing
handwriting, and conducting interviews would shed lightnomghamperformance practices of
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musiciansfrom the preSoviet era Furthermore, this research approach would allow for the
exploration otthe relationship between musicians in Azerbaijan and Iran, since we already know that
the founders of majotar lineages had close ties to musicians south of the border and developed
Azerbaijanimughanvia these linksRegardless of the level of historical accuracy, we can learn much
about the creative process itsetich as bw masterdoday compose new versions dfp s tbg a h
linking sections in unpeedented ways
Lastly, thearchivaldatajuxtaposed with practicbased research offers alternative ways to
conceptualizenughancreativity that depart from theommon, solidified notions aboatughamas
a canonized systerxploring these musical possibilitiesnmughandpstgahcould lead toward more
collaboration between musicians of various magam repertoires across pakdets the initiatives
part of the currenrERCGUKRI fundedi nt er nat i onal project fAMagam E
In conclusion, the practieeased research that combines lessons, composition, and archival
lists could provide interesting insight into both history and creativity of Azerbaijaghand p st g a h
The historical angle entails data abdup s tstyuatlre in early twentieth century, and as of now
there are just a handful of books which investiglagsemughamarchival lists. The topic of creativity
and fluidity ofd p s © ¢pahha century ago and todays a critical issue because most research by
scholars fromabroad still presents Azerbaijammughamas a canonized system. Alternative
perspectives omughamcreativity based orthe proposedapproachwill provide more decolonial
narratives about the history efiughamand serve as an inspiration for developigerbaijani
classical music in transnational collaborative directions.
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[1BO3 MUSIC THERAPY: PROBLEMS AND PERSPECTIVESIN THE 21STCENTURY

b. Music therapy in the modern educationalprocess CHAIR: RAFIG TAHMAZOV
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AzerbaijanMasterdegree
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E-mail: jamilaaskerova@imecgroup.az
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THE USE OF MUSIC THERAPY IN THE REHABILITATION PROCESS OF CHILDREN
AND ADULTS IN A MUSIC EDUCATION CENTER

Musictherapy is dherapeuti@racticethat utilizes musias anedium to address emotional,
cognitive, andphysicalneedsfacilitatinghealingandpersonagrowth.Thisarticleexaminesherole
of musictherapyin therehabilitatiorprocessattheMusicCenterdemonstratings significantimpact
on improving mental health and alleviating stress in today'sptestd, digitallydominated world.
Music therapy involves structured interactions with mdissach as listening, playing, singing, or
composing to foster emotional expression, enhanogrstive functions, and support physical
rehabilitation. The practice is tailored to individual needs, making it a versatile tool for various
conditionsThroughfirsthandexperiencewith diversendividual® includingchildrenwith autism,
elderlypatientsvith motorskill issuesandthosewith Al z h e idiseasd thastudyhighlightsthe
effectiveness of music therapy in promoting wWading and facilitating recovery. Notable cases
include a studentdéds ability to reproduce a r
showcasing the ther apy 0 s asitdasthenesssityioefurtbel reseasch Tt
into themechanismsef musictherapyandits applicationsn differentpsychologicatontextsRecent
studies indicate thahusic therapy supports ne@rbal communication and emotional expression,
integrating well with interdisciplinary approaches involving medicine, psychology, and the arts.
Future research should focus on understanding how specific musical elements iygiaatogeal
states and evaluate the letegm efficacy of music therapy in treating conditions such as anxiety,
depressionand trauma. Strengtheningcollaborationamong professionalsan relatedfields will

enhance the evidence base for music therapy and expand its applications in clinical and educational
settings.
Keywords: musictherapy rehabilitation well-being,psychologicahealth therapy

I'ejHjdzd]

fELTCO, COSC bddojttmMOd &OW WtEdO of ttOY j ded W ,
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COyj MsOCd] C0¢ tdlsds, 3§ datievd Witdh J @ Bl B dzd s | .6 O
ftesyj MO, <t § dzj ded v B4 1 dzd Ydetsfyls dz' o wiL 42
B AHIMyYyd§ dzd dzOte dzOW tsB dZOMIs! BzL " COdzt dzOW Isj tcOf
dzj 2tctsdzOk S d d HdP O MiYsjodds Misfiggs 12 § SH A BSH, OHOf Isd tots
fslstej Bdeslswdz. RLEYOW jJj 1 WWjijClkdedatsfils: o tOL dzd
Mistcj Gzd smw Mo jIsdls! ftojsBtcOLEZE N d2 ftslsjdydOd &Gk
hdesSC s odzgjHteidlzed §f Mdr dnisitd@issicasd L HisStetso ! W . J Ctse
ftcddzydise d fwOCIsdS dBzL" COdz des?2 IsjtcOfdd dzj Istsi
d tsBiNhOjIs odzgj Misd o90Oydzr 2 9C &ZOH 9o &OdHh OWIs yj dzts

l sdgd 3Odzdj RBEZZL™ COdzt dets? IsjteOf dd dzgj sBrRtsHJ B H
fmMdrsdzsedd, sMsB jdedzes ©® MtsHj2Mlsadd ¢ tsdidd3zdzsd ¢ Oy
EwiLodd3r » ctolzff dzOMmJ dzj dzd v . v jteOf jolsdyj ME sy d f
ddzmistelz d3j delOs dg daj dg¥j ded v, dzts o Oy dz" d3 Mt HMise sd3, YJt
Lasydd d MfwOedzvls! MW Mt Mmdzsyd &3d §Mdnsdsed
fcsCOLr 908, yYybt @GzL" COdz dzOVY IsjtcOf v dsydls L dat
sB M dzsfisd, Mtgesjjddz® MEBtHAL st Ols j dz! dgr 7 Eytej 3 H J dzd"
dimimdzj Hse Odzedd, CEHj d&BzL" COdz d&zOWW IsjteOf dv M tsmse M
Hish Ctsdz! dz [z RigenBemgetded W mte(, 2023). stesd3j Istscts,
sB dzOMis d MisOdzso dIsmw o Mmd Btsdzj J 9 O de" d3 H dzW 1
s ndzsdzsedud MSdj djlstsnr o Mmotsd IjwOfjolsdud MEdy
odi3jhdoOls: MW o EYftwOo dzj dzdd &l tpisdzj dgleezdzsd §f M LG NI
(Ekaterinal., Chernikova2023)s OS¢ d d3 sBteOL sd3, &L "™ C Odz! dzOWw Isj tc Ot
Hsf sdzdzd Is j dz' dzOv f Mdrtsdzsedyi M OY ftOCIsde O, dats d
sBh jets B kOGS sdzz ydw .

vittejlsdyijmMedy thdtser &zt COdz dats?2 Isj O dd ¢
MsydsCkzd skztecdzr » d dgj 2tesBdBdZcecdyj mMSédrs ©O®RSE,
sjtcOf jolsduyuiMmMédr Ctdlsj SMsOR. [Mdsets?2 jj fw0OCIsd
L Bty d sEiatslz! d2f Oy § dad W, Yybsts cdzzetsCts tojLtsdedtelzj Is
fmdadudMcdj twOMMbstets2MlsoO. 1 O0ftedd3jte, dMmmdzj Hiso (
hdestts twOmMftesMistcOdzj d@ Mtej Hd dBsdzsH 7 dz¢#Hj 2, (it
LdzOydlsj dz' detfj ®RUEZg o YyfJdHdodHEZOdz des ff sHtsB tc Odadz" |
tcOL dzd ydz" J d@lzLr € Odzr dgr j WendgWf dzd2 OR 4 g dzfn ls téskaixfg jj dzlds' ts G (s,
dz0fmj dzj dzd v Odz! Isj tedzOIsd o dz" § Bj IstsHT sO¢dj co¢
ydLdzj M stsBdz" | 9 OtcdOdzlsT 5 McOodej dzgd® ) IStcOH Yy
Cslstster | yYyOMmlsts odzj Ckls L O Mtse ©OX ststy aor@ydmdthatA dé W j € Is
Htc., 2023). Cbts fsHYyjteSCdoOjls kdzdo j tcmOdz! detsfyls
Ctelzy ff , ftod HY t8dzCGEfO) 5@ diAsENts? 2 2 dzz yh Ols tojLzdz sOL
vsO0Cdds tsBOL 53, dmmdzi s Odzdd Ijtteilsduyd MEdr
Bdes e sOMY j Clsder 2 R OteOSIsjtc, Htoj HdzOGOW  tsded BOdzd J
Ctsdzlsy CMisOR .

I drtsdsedud MSdd bitsttdd, f§tHHjLydoO:*Mdj fto

Rdzsj cteOydw fMmMdatsdseduyimMédr bisted?2 o 0Ol
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sjtcOfjolsduyu MSd2 lsjdydOod &@kzL" ¢d ¢0¢ ddfMmlstelkz ds
dfmyd dzj dedv . 1 Of tetf gy bH j Gz G G BY o g stedv, L EZyos " O
ykze mlse d ttseojH]ddv, Bsy jls BT s ftsdzi L d2O o t
o' Mskzf dgj dzgdis©¢ CO¢C BeL™" SO yYyOMmlsts or L reo0Ojls ddzls,
oW L Odzdz" § M MOBI B tYdHOdzd W &3d. RMMdzj Hise Odzed ™
Edzsjdz@ "dlst OS] bttjotsed, foLotdvw orf tcOy Ols! (
MOodsr d3 fisfotdytsB IO BstsMisL dzO dzd © d 1 d@sydsdzOdzt dets?2 tg,
COomMoOs hdjimw Ctoj Olsdo desflsd, ftej Hf sdzOG O Is, Ylsts k-
M sMsB Mise tso Ols tejhjded® ftetsBdzj &3 d Edzzyh j deds dz
OCkzOdz dets o HG tsRldgjjCOisls@®rdets fds ¢ dimf sdz' L zj Isfpw Hdzw
MOl jedwdd ftoj sHisdzj dzgdWw Mg Hd SCdzdj dzlstse. wodzj HE
tc O3S d, ftcOCIsdSzs hdj M j yqdodzd misr Bsezls tcOL te
o d3j " Olsj dz flse O, ¢ tslsysdel’ dizj daelgr Ldis das{tte'zls tsds M dzd j dzls s o
M smMseMmMsezw Btdzj ] cdkzzetsStdklkz yYykzeoMmlselz tYruash j dzd:
2023) (MelissaOBhead Htc. , 2024) .

l SCdzdddyi mMSdr Emdasedwr dMftd LteOddy dilzL
ftoj sBteOLEZERM 2 L+ W¥WjSIls dz20 §Oydj dastse, tsMmitse j dzdats
Mdztsy dzr (3 MesMmissw dzad W dzd . Clsls IkjtOf jolsdyd MSd?2
9" 60O j ded s , [shegdprspideatsmisd o kSt §dzj dzds 34 -~ Odzd L B
Msted MMseor 7 Cdzdddyd MSdrn o d@jih Olsjdz Mlse. | cCOL Olsj
LdzOydlsj dzt dets fmdzdy Oj s Mmlstej M d Btsdzr , Meow L Odadz §
Yykze mise ts ¢ tsdgiWjSdolsCQf dH dfwis HA3ts dztsSinnoRt S df Onytel.j ,dzlsZs® 2 4) . 1
ddzlsj ctcOydw dBzL"¢d o BIiHdyddmékzr MeijHbk dd Istd
Btsdzj j YtLdlsdodzzy OldismW jtelz HdzY BjHJyddmSdr tC
Bd&zOG tstf sdzlz yd ¥ ) ¢ dzd dzfoigrn A sz HCtds.dzls j @R 4 ) .( Clsd
fsHyjteSCdoe O Is, ysts d&kzrr S odz dzOvw IsjteOfdwvw MmMdzzydls
OCkkdodss MYtsmseMmsokjl yjdkshsdsdz zosHk LO §Oyc
Colif sdzj dzls © o ftelaste jddgjj dpdetis® HfipPTsdCj o € dzd ded yd M€
o' Mskzf Osls L O BBdzj | hdietsC 5§ o dzj Htej dad J BzL " CC
LHtcOo stsn tcOdzj dad v .

L COdzt dgOVY IsjteOf dw d HJjftej Migdw

[Hdts?2 dL dzOdetdzjj dLbEYjdzde' & 5B d&OMIsj2 &L’ ¢
9 dzjydiddd HjftejMmMmdd. RrRMMdzj Htseo Odedw § s5C OL Odzd, 1
Zdsj dz hdls: Mddflstsds” HifwjMmMidd, Edzzyh ow d&ofistets]
dzi o kB dzr 2 My smMse or Oy Jddw 1 BBsyd?2 ( Maratos, G
sO¢Cdr odHtse HjWIsj dz detsfylsd, COC dOofdmodedy ¢4 Mmd
dzs Hd, MtcOHOs N dj HjHtejMihdj 2, Bsclzls dMmmdzj Hise O
B stclzisdzts o' tcOL d Is Mdzso Odzd . stesdzj Istscts, Mistclz S
1 dzj B dzglsse dBseckzls MsL HOIs! ykzemlksets Stdzstetsdzw d M
HiftejmMmMdoeds o Mmshissw ddw 3 .

[ELr COdz dzgOY IsjtcOfdw ftod Istcjotsyde » ttOMmMMmistets?

[ELT COd dzO% kjOfdw kOS] BCOLOEOM! +WW,jCls
tcOfMMmistcts2Mmilse. | dzv dzsHj2 f) btejotsyds 3 teOMMmistcts2 M
Bsh dz" &3 dJdemistclz g delssd3 H dzw BsHEzdzYydd Lktotse dgv 9
Il s tod d d3usdser™ j, dsjOC dj C0OC Htoesmdzzh dJo Odedy kM s O
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My smse d &3d Mdedy Ol! WdLdsdsedud Msd) Mddiflssd
MsCteOh jdzed2 d OtlsjtedOdz' detsy HOodzjdzdjy (Thoma et
Mststetsdz" , Bsy jlIs HOIs! otsL By desMmils: dzE HW AR o7 tcOL s
Wstcd3dd, ftojHBMlsOoadzvw wBAdZjeyjdd) BGls fftsHOs dvs hdn
L COdz dzOvY IsjtcOfdw fHted fMdatL |
] tej OBddzdlsOydd dz#rHj2 M fMhMdratsLrtdl @GkzL™ ¢ Odz «
fted ddi3zh j Mise O. [ 20 By il i sd3ts y! Zdzz yh d s ts tc
CoBBszdzed S Olsdoade §j dOo" & d d Ed3jdz hdls: Iswyjfmls! O
Rdzls j cOCIsdo dzrdgdz" ¢ t©Ojndgwj Gdts dBkzL ™ C Odz dzgs?2 Isj teOf dd
ffid - L 503, fsMisd S tdd yYyoOfmlss dMmMfrlsr e 0t ls Istck
fSHHjtyOdedd lsdetsh jdzd?2. [ELTMCOdz dgr j IsjtcOf jolsdn
Ctezf f solzs® d &3 tctso dquLj@zddis §djdiyl] dds B fifiids)L H Ot Is o tsL d3tsy d
oLOdBBHj2MIsedw d Mtse d3d Misdz" = fdtcdydo Oded 2, Y
fmMdrsmMsydOdz dets?2 toj OB ddzdlsOydd ( Gol d, Hel dal, D
[ ELr COdz? dzgOW IsjtcOf dw frisd Mdglsweis nfisch DEdztse d i M S
[ELr COdz? dzgOW IsjtcOf dvw Is0O¢ 3¢ ttdtafjtEfdss dafidh s dizg QA
dzj 2tesf Mdrm sdzse d YJOBFS ¢ T das QP Is tis@Ifpsacts2 Miso 5 OkIsd Mmls
Mddzntesdz HIJWdydlsO odddBZ3Odzdw d c6df jtOCIsdoe desfylsd
sjtcOfdw hBsyjls kdzizyhdlks! MtsydOdz dz@ j dzOor Cd, ¢ tsd
tdsd3duj mMcow d YsooltsteWEd OvRiipve s s d tdsu@ Is @jzls iy v
ftojHfsylsjddwdd d&Gdscdr dsHj2 M téu, HJjdEOW jV
sBlkyjddw (Ger et®°sesd gar,, &EIGoflant ,2014) . 1 MkzkzyoJ
Bsy s fHHjteyxdo Oy Ctsdzyd delstceOydey d o ded d30dzd J ,
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¢ dzO dzd L f smdzj H dzd = Isj BOIdyd MS¢ dn dmmdzj His9 C
HECOLOIjd Mise® + WWJiSClkdodesMmisd dzL ™ ¢ Odzt dzts?2 Is§ to
sftsejdedes Hiftei MmMdd d MmMstej MmMser 7 tOMMistets? Miso .
ftotsH | @3sdzMmlis to d taftdsojQlErtlzr f Sdgiy 2 dz! IsOlst o dtelszOdzt dzts 2
sjteOf dd, ftojHdOL 2Oy dedets?2 Hdzv MskzHj dzlstse ¢ sdzdzj |
otoj BWw f CAMDQ-Y.d Clsts od3jh Olsjdzt Msets ftcdo j dzs € L &
st MMO, Iste] o 5y deshiydsddy Isfts dptsie, to jHmifpgtoddd)Isste d ez v dzj o34 |
fsdzsy dlsj dz' dzr 2 1 W W Jj Sl dzO Handd- dHug.m ¢ 2j0 28430 ¢ &t stz
Isj B3O d yd MS s dgimfmdzi Hse Odzedj HtsHYJteS dzedzs Btsdzj §
sBdzj cyd dedd HjftejMmMMmdods » MR lssditse yjtejL tOL dzd
otsMfteddBudotsj Mmazzh Odedj, Ctlts®’ joj Hiftkhug thls aflz siziskz
ZOMmistesSutad v 2 @24 ) . Cld tojLbkzd O™ 9o MtsotsC iz datsfyl
Isj O dw dzj Itsdz ¢t fydzsHdsisl izf Ludziddgt s i easdz’'d &3 sdgfsis O N
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1 06 dzs yJ ded §
[EL" €O ftojHMsOQodzw jIs M2 LokCBoty orf tcOy j dz
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LOdzV Issfisd, BzL " COdzr dzOW  IsjtcOf dw MlsOdetse dlsmw  dzj
[ELr COdz? dzgOW IsjtcOfdw 1+ WWiClkdodess MmfsMmseMmlsalzjls
yqwWwttse ts2 Lfsad, CSsEHO L doydlsj d dovw yofgls:! 9
Is j dzj W ts dz@agch,dzOglsstyf e W Isdets MC OL " 9 OjIsw dzO fMmdrmdygj fr

SOC BzL' ' COdzs d fjHOEEBE, Y chkkzesSt ShsL dzOs
mMdMmlsj Bz yj dzse j CO. [ 2 fjHOeeduijmMed2 tsfrils tsn o
d e dtsy odzd BOdedy v EHjdzwe OCIsdodzts?2 L™ €0
otcj d3j dzdzr = L OlstcOls. l Mmetsj?2 HwLOCIsdEj W dzgj sHdAzsE
zOf tcd di3j to, f Hijb! & f OkldL &tsds, Csltster j tslsdzd A
ddzlsj toj . [ LT COdz? dzOW Isj tcOf qw Hy dsdzmisted telz § Is
fsdzsy disj dzelzdizgls | dz®@ dZf ®C - Hilji2, vyl dqdsecHO {tdots
20 S tdyjtelsOn.

JHdddB dL wttldrn ftoddjtese BM dz Eyjded¢, Ctlsster
CO¢C w dJeteOs, dets dzgO MdzjHkeh jd&3 LOdWIsdd MmMdse Ists:
dzz y H Odzimpw 9 Istsd3, Ylstse’ f sykzo mlseo s9 Ols! &z dztsH (&
l swEz jJ ddzlsj tej Mdz" §J dBsdzj dals’™ Mmzz yOs smw ey dsixiafwodic dz
ftesW j Mistesdz, k Ctlttetsets BN dzd ftespdzj 3 f) slstste
f Odz yr MmMlsOdzd L dzOydlsj dz' dets Btsdzj j cdBSddi3zd. v OS¢y
IOBtsdzj o Odgd W B, OSdd&Rd S OS¢ BtsdzjLd ¢dz yej 2dzi 0O

Mt jdedzets fted dzdd yOlsg dz' dzr &3 wWo dzv j sfqw Mz yo©2, ¢
Yy dzse j €O M HJjBjdeyd?2 B dEZOSGSHOWGY &BzL '™ COd dats?2 Is,
dgdmfrisr o0 h OW t©OLHW©O)ydIsj dz@ detsfyls d fttsedzj oz fn
shizlsd dz@ jLdaz@asd) EZdzzyh jdzdj MmMetsjets MmtsMmisswdzdw ¢ smd

LT C0O tlsCtcr 90jls datsar j CstedL sdzlsT d ftditsc
G Otcd3tsdzd & . c kBjyH]jdO, Yylsts M fodshs 8 &BzLr ¢d
ftcsHsdzy O tcOBSIsOIs! dzgOH Isjd3g, ylsse" fteddetsmdls:
dzso " §J HBMisdy fededs O tOHH LIS ¢ Edzyh jddr <¢COydmls

l LOCdr yjdedj, totsdzz BeL" COd des?2 IsjtwcOfdd o
GBS 52, kOS¢ J RdscsOnfjSlds?2, ftojHdkOcow L
CEBBzddC Odo dzsdts totsMisO, shMsejddgs Mej H dzs Hj 2
dmimdzi H soLOdEJOdz! delgl? Isj O dw dzgj Istsdz! ¢85 ftej HBEMISOD
M smMtseMmlsezjls ©OLoadIlsde dzj 9 jteB Oz dz' = CBBBZzAZd S Ols
Ckts MsOd&Sdo Oj Isfyw ) Shiers B d2j0dgCBRd. QL @dddsive w(L @ 3
Ladssydw i3 kjnd dzdfes@jjlsyd Oz S OC  kjwOfjolsdyj MS B¢t
EilsOdatso dzj deds fowLiL j2, SCtltsterj bwOHdydsddy j o]t
I1tsdzj J btsets, &BIYHIMydy] dzd dzOtedz’ 2 R OLOCISjte d@BzL '™ ¢ C
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GUNEL JAFARLI
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DKAGNOSTKC POSSKBKLKTKES OF AZERBAKJANK

Sincecenturiesstudieshavebeenconductedntheuseof musicin thetreatmenof physical
andmentaldiseases€achnation,ethnogdueto its geographidocation,relatedclimatic conditions,
way of life, language it speaks, etc.) has its own musical intonations, and they are used in oriental
medicineandin thetreatmenbf people.lt is no coincidencehattheword musicwhichcomedrom
the Greek language, is also expressed as "food of the soul".

In Azerbaijan, music has been used in the treatment of diseases. Centuries ago, music was
used as a healing method by Safiyaddin Urmavi anBakhbi. Our genius composer Uzeyir Bey
Hajibeyli also talked about the influence of mughams on the human soulnotéss

The use of music in the diagnosis of diseases was proven for the first time in the world by
Tahmazov Rafig Fuad, Doctor of Medical Sciences, Professor of Azerbaijan Medical University.
Among the musical instruments closest to the human voice, he firsg thgerformance of the
kamancha instrument (in terms of timbre and extension).

In our research, we used express mugham diagnostics, iridodiagnostics, computer pulse
diagnostics, auriculodiagnostics and ultrasound examination, magnetic resonance tomography
(MRI), radiography, clinical biochemical laboratory methods, which are amangnéthods of
modermmedicineTheobtainedesultsverecomparedThemeasuremerdf soundvaves vibrations
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that cause intonation effects is one of the most important aspects in the study of work. The acoustic
parameters of mugham diagnostics were carried out by Zeynal Isayev, senior researcher of the
acousticsaboratoryof UzeyirHajibeyli BakuAcademyof Music. 11 peopleg(men,women children)
participated in the research. Final statistics will be announced based on the results.

Keywords: expresgdiagnosisU-SIN, acoustics

MAHBUBA VELIEVA
Doctorpharmaceuticadciencesprofessor
email: mahbubav_amu@rambler.ru

NARGIZ TAHMAZOVA
Chiefdepartmenbf Pharmaceuticakchnologyandorganization

AzerbaijanMedical University
email: nagizhasanzeyn@mail.com

INTEGRATIVE MUSIC THERAPY IN MODERN PHARMACEUTICAL  EDUCATION

Modernpharmaceuticaducations inextricablylinkedwith integrativemedicine Non-drug
therapymethodsareincreasinglyusedin medicineworldwide. Integrativemusictherapycombines

musictherapywith otherformsof arttherapy suchasdancepoetry painting,sculpting sandherapy,
and more.

In many advanced countries, integrative therapy methods such as bioregulatory,
orthomolecular, balneotherapy, manual therapy, reflexology, homeopathy, diet therapy, phytotherapy,
aromatherapylowertherapymistletoegherapypsteopathyisopathycolortherapypsychotherapy,
and microbiological therapy are widely used in medical and pharmaceutical education.

There are three types of music therapy: integrative, active, and mixed. Among them,
integrative music therapy is more widely used, particularly in treating mental disorders, intellectual
disabilities, and autism.

In Azerbaijan, music treatment has been known for a long Timeelieve fatigue, neuroses,
improvemoodandsleeppurancestoriistenedo themusicof Easternnstrumentstubab oud,dutar,
tanbur,ney,mizmar,surnai,changshahrudganunandothers.Theycomparednusicalinstruments
to medicinal plants and fragrant spices. For example, tar was compared to the healing, aromatic
saffron,nagarato clove or ginsengoudto valerian,neyto lemonbalm, zurnato strongcoffee,saz
to licorice, and kamancha to laurel, which fits well within naturopathy.

Classicamodermmusictherapyhaseffectsonthebodysimilarto psychopharmacotherapeutic
agentsWithoutusingthesedrugs,onecanactivatethebodywith musictherapy We havedeveloped
methodologies for applying integrative music therapy in the practice of childhood neuroses and
psychoses, which have a beneficial effect on sick children. In collaboration with our therapists and
musicians, we are continuing to develop therapemusic discs. These musical diagnostic and
therapeutic discs are planned to be used in the pharmacies of our country.

Keywords: integrativetherapy musicdiagnosticaromatherapy
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[CO01 LEGACY, PRESERVATION, AND CHANGE OF MUSIC AND DANCE
TRADITIONS

c02. The phenomenon of the singing voice in musical traditions CHAIR:
ALEXANDRIA SULTAN VON BRUSELDORFF

BEYIMKHANIM VALIYEVA
Honoredartistof theRepublicof Azerbaijan
Headteachemtthe AzerbaijanNationalConservatory

Soloistof AzerbaijanStateTelevisionandInternationaMughamCenter
E-mail: veliyevabeyimxanim@gmail.com

RULES FOR THE CORRECT USE OF VOICE IN THE ART OF KHANENDE

The art ofkhanende Azerbaijani traditional singers, relies on important factors: voice
polishing propetbreathingyorddivision,andprecisgronunciatiorof vowelsandconsonantd€ach
element is crucial for delivering performances that resonate effectively with listeners. Thus, one of
the most important points during tkkanendé s per f or mance i s the adju
helps convey the mugham or song, &shifperformed by thé&&hanenddo the listener in the right
way. So,thesingershouldinitially breaheproperly,andspendhebreathhetakesnotin onebreath,
butin partsduringthe performanceOtherwisejf he spendshebreathtakenandthenstartssinging,
then he will not be able to finish the line he performedand will breatheagain,this will create

arrhythmia during the performance, and the words he sung will be divided into two, and the listener
will have heard a performance that is not pleasant to the ear. Currently, khanende are typically
categorized into two groups based on their approach tdhbasa voice production: some use
diaphragmatibreathingwhile othersoptfor chestreathingAdditionally, in thezil register singers
mayemploychestnasalor headvoicetechniquedbasednpersonapreferencandvocalstyle. The
abovementioneerformancearecompletelyindividual. Thatis, eachsingeradjustshowto usehis
voice in thezil registers according to the range and timbre of their voice. Voice timbres and voice
colors are completely individual, just as performances are different. In order to properly polish the
voiceanduseit with therighttechniqueduringtheperformancethekhanendenustiearnthemugham
performance technique and master it very well so that they can apply it properly during their
performance.

Keywords: voice,timbre,range breathingtechnique

Xanpndp ifasé zamané i1l kin olaraqgqg d¢z-gén n
hi ssbp verporpbpk xprclombplidir. cks halda al énmé
etmi k ol duju sbotiri sona godqr batdépbai bal manwn
yaradacagq, hom i fa etdiyi s°z¢n T kiyp b°l ¢gnmbp
gopl mbpybon bir ifa sha&z®@mdodsxarexndpll orcpo&r adHanda
i stifadbp nedoknl ogrr ugpdab tb® | ¢n¢gr Il pr. Bel b ki, Dbir
bokl ujundan) al érsa, digbpr qrup xanbondbl br i s
zil registrlordp ifalaré zamabpedslhbsn SDRNIDAdG AN
burundan), n°vbbpti bir grup xanbndpblbr i sbD zi

etmi kK olurl ar.
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Bu sadal amék ol dujumuz ifalar tamamilob fobr
Ssbs rbpnginbo g°rp zil registrlbordp sbsindbpn ne
Ki mi sbs tembrlpori vbD sbpisnrogpggdeomicidbbabdbmas®
d¢zgen texnika il b istifadbp olunmasé ¢-¢n 1 SD
buna -ox yaxké sbpbviyybpbdbo yiyblonmolidir ki, °©°
amillboriilddegihagsekha tpodqgig edbp bilsin.

Azpbprbaycan mujam sbnbpti zbpngin k°klbrpbp mal
sopnoptkarl aréméz ol mukdur, olublar vb bl bbDtdbpD
vD bbsit g°r¢nsbp dbp dborinl i klypmryian b aka rvdué qua as as

2012c i il don bu ge¢nbp ki mi Azprbaycan Mil |
g°storirobpm. MD n ° z n°vbbmdb hor Zaman -al e

proqramémézda qeyd oblnwimud amwe] amldari & wnol.i b oDih
zaman amalém vbpb mbgspbpdim wustadlarémdan g°r ¢l

met odi kal ar édér -tlil ,p blbu rmg niasti b trmegpolil iorh sun, S
di ksiya ol sun, i stor qaomdrelna bpd gdmodg gry, zrgoefnt asra xd |
VD S. bu siyahéné daha -ox arteérmaq ol ar, DIl
yeti kprbok Mill:i Konservatoriyamézén mbzunu ol

¢eéenki, al i tphsil ocajéné bitirmik bir t D
fopaliyybpt g°stbormbpk qgabiliyybptinbp malik ol ur.
i fa-el arénén tohsil sbviyybBinpoppodbdbopdaghbki mmBy

pekbkar bir xanbpndbp yetikdirbpriksbp muj amémeéezeée
yarat méxk ol ar éeq.

Hpr bir i fa-é@&, xanbpndbp m¢gtl bpgq kbpkildbp i fas
i stor topdris zamané m¢gtlboqg ki, sbps mbpkqgbpl bl b
instrument al i fa-éel ar i f al aryéonnd abni r° nncook gooal r omapgr
onl ar ¢-¢én °nomli bir mbpgamdeéer . Hbom-inin dbp x
vaci b bir mbpgamdér. -Buna mmksal obbaragi mbor @
MD s D Miiiifiiii, maaaaaa, moo0000.

Bu formada akajé oktavanén fAdodo notundan vy
davam etdiririk. Daha sonra isb bpksinbp yuxar e
gpdbpr enmbk KDrti il o bu mpbpkgopmbeal dawvam et oi
Daha sonra isbp istbrdim ki, bir misal da zbng

ha ha, ha ha, har.
Hom-inin bu-pfiddmad&ktpmivial yuxa-péel gal aaanpg ¢ae
Bu da zbngulbonin sbpsb daha mPhkbom bbor ki mbpsi nc

mbkKgDl bnin dbp -o0x ©°nbpmi var .
cgbor biz sbDsi el dilindbp tbobsvir etmik ol ar
o s¢kanée i1 darpbp edbn bir Séreéeceder . Xanbpndbp k
amillpbprbp yiybplbonmik olsa s¢kané tam sbrbbpost «
Digpr bir torpofdbon isb npbzbprinizp -atdeér ma
daha -ox istifadpbp edilbon ifa texnikalaréder k
verim.
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Bir ne-bp terminlorimiz var ki, ybqin ki, b
Fortissimo (ff), Forte (f), Mezzforte (mf), Mezzepi ano ( mp) , Piano (p)
S . bunl ara bir ne-bpb misal da g°stbormbpk ol :
susi terminlbordir. Xanbndoyluomk ayg¢ K 90 ka ns sssli omo
a edirlobor.

Daha sonra ifa-élégda -o0ox zaman rast gbol di"
l umat wveri m. Bel b ki, wvibratonu nbp vaxt tbDC
uyacajéné, onunla np gpdmmtdadawnwamveadbc oy inmic b
a-énén, xanbndbnin °z¢gder . Kfa zamaneé vibr at
rsiz sbpslonir vbp dinlbyiciybp XokK tbsir baje
Vibratoyami s a | ol araq mbn b°y¢k sbpnbtkar éméz (
zl brinp yazmék ol duju AAna K¢gr o bpsbprinin biot
Ana Kg¢r yaka K¢gr .

Hbol b ne-bD °m¢gr yakadacaq k°n¢gl Il bpr sbni [ 4]
Bur ada birinci mi sr ada iAna Kéééidééedédedro
bratonu °Il-¢dbpn gésa vbp yaxud bndazbpdbn uzu
ur. VD yaxu da burada mbn vibratogamuiwvdilbm
sl onir. Lakin, AYakaaaaaonén sonunda da hbpm
hnel aréméza g°zbpbl bir rbpng qgqater, ancaq DI Db
Kfa-él éq terminlborindbon daha biri I sb AKr
ekrekendoo isbp sbpsin tbdricbpn azal dél masé ¢
toprsp dbp xalq mahnéeseé, tosqtiiffadmse&l zmuma.n éL ¢
r -ox xXxanbopndbp vb ifa-éelar b¢teéen bu sadal amé
n de¢kegnegrom Ki, xanondpbpl i k todri si zamaneé s
sa akeél anslardl&hakig® zxcalnbpndbpl br do oxuduql ar
ademi k, daha savadlé «kbpkildpbp ifa edbp bil sir
toyirom ki, ACahargaho tosnifini sizlbrbp sb
Spnbp k°ng¢l ver di m, dedim ol maz dbordi m.
Spnin gol bindbp mbn g°rdg¢gm,

Ekgi min adeéeneé, °mr ¢m¢gn dadeéene, Sroyimin od
Burada da birinci mi srada ASbpbnb k°ng¢gl ver
rdi mdo burada ispbp dekrekendo vasitbpsil b maye
Kf a-é&l égda daha -ox istifadp edilbn ter mirt
umaj €, Dl agpol i VD axan musi qi XDtti yaratm
alyabcainbi bajl anméko dembkdniorzpr®O, ampaéae@l
madan uzadaraq i1 fa etmbkdir.

Bel o ki, estrada, rok, pop janrlaréeéndan f b
ha -ox rast gol inir. Bu isbp °z n°vbbsindpbp
pybpyatéemla ifaséna b°y¢k z zhkminegayodfa @uwhanroir Az
ssbnin digbopr hisspbpybp ara ver mbpdbpn, ehmal ca,
nondonin, ifa-énén profisionall éjéndan asé@él
Buna misal olaraq isbp mbpn xalg mahnéméz o
tordi m.

Girdim yarén bax-aséna -i-bklbr a-méecx,

O yar mbpnim ¢rpbpyimbp yaralar sancmeéck



Echoesof Heritage: Navigating the Legacyof Music and Dance

Burada da hbom-inin fAyaréno s°®°z¢ i tbboi rfimax-
bajl ayér am. N°vbbDt i mi srada da hbpopm-inin Ao Vy:
vasi t ebsiirlionpbibraj | amék ol dum.

Kfa-é€él éqg terminlpborindbpn daha biri i sp nAf al
m¢ejbonni vokal qgévrémlarénén yalnéez qgismbn tit
y¢kspk registrdop notl ar -é»ar gr¢¢nFalsdetftad pa i
daha y¢ksbpk diapazonlarda sbposlondirilir. Laki
istifadbp olunmur, daha -ox mil i vokal, oper a
notl ara tegonoltddpuzpngul b vur maq wvmo¢ nak-¢engd ¢srp. s
Buna misal i spb dahi l'zeyir Hacébbpylinin AArK:
sizlpbor ¢-¢n tbogdim etmbpk i stordi m.

Hi cran dbprdi, fbplbok verdi

Bunca cpofané | ayiq g°rdg.

Yoxdur taqgbpt sbbrbpb halobt.

¥l mpk yaxkédér nbo ki, bu zillobt.

Ey xuda rbophm et, ey xuda rbphm et,

Qel mpdbopd yarpbpb, mbn yazéja rpbphm et.

'mumi |l i kdp vokal texni kal aréna yiyblobonmbk
ol majéen b°y¢k sirrlbporindon biridir. Bel o ki,
estrada ifa-¢élaré ol sun iliky®Plnemmsbisditekmi kat¢ ¢
o c¢mlbpdbpn sbps sSDViyybsinb nbzaropt, dé¢zgeéen no
vurul an zbpngul bp,-yemdlnidom|l psdbhadyer &€t mp k , I f a
MDK] DI DI Drinr@dpediblimik yaak&l icexni kaséné vbD ¢
vaci bdir. Yuxaréeda geyd etdiyimiz b¢gten i fa
edi |l di kdpb, xanondpbp sbonbtkarl ej énée vy¢kashmke svov
muj amlarén daha incb, qul ajayatémle vb cazibbp

Digpor bir torbpofdbopn 1isbp b¢gten bunlarl a yana
nofosdon dojru, d¢zgen istifadp edbop bilbrsp |
el bpcp dbp mbpgalpbonin bpvvblindpld@yupgi gnos olsi oim
istopdiyi istigambptdp d¢gzgen kbkildbo y°nlondir

cDcCBKYYAT:
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M.D, ear,noseandthroatsurgeon,
Otorhinolaryngologistphoniatrician
LOR Hospital

E-mail: dr_suleymanov@yahoo.com

ASSESSMENT OF VOICE IN PROFESSIONAL VOICE USERS

Theassessmemtf voice inprofessionaloiceuserds differentconsideringhefactthatthey
haveuniquevocalneedsThisis anabstractntroductionoutlininghowanassessmeiwf voiceshould
be done. The professional voice user is any person whose voice is the primary instrument for
performing his or her work. The need for voice performance and vocal endurance is high in
professionaVoiceusersKoufman(1998)identifiedfour levelsof professionaloiceusersrasedn
the professional demands and vocal load:

1. Elite Vocal Performer (Level I): This categoryincludesperformerssuchas singersand
actors, for whom even minor voice issues can significantly impact their careers.
2. ProfessionalVoiceUser(Levelll): Occupationsike teacherdecturersandclergyfall into

this group. Here, moderate vocal problems can hinder job performance.

3. Non-Vocal Professional (Level Ill): This group comprisesprofessionaldike lawyers,
businessmen, and physicians, where severe vocal issues could affect job effectiveness.
4. Non-Vocal Non-Professional(Level IV): Thisincludesclericalandlaborroleswherevocal

quality is not critical for job performance.

Assessment Methods:

Screening:Initial screening is crucial if a voice disorder is suspected. It involves evaluating
respiratoryphonatoryandresonancaspectsaswell asvocalrange pitch,loudnessandendurance.
Clinicians may employ formal tools (Lee et al., 2004) or informal tasks and standardized
questionnairegee.g.,Deary,Wilson,Carding,& Mackenzie2003;Hogikyan& Sethuramari, 999;
Jacobson et al., 1997) for comprehensive screening.

Comprehensive Assessmentor individuals with suspected voice disorders, a thorough
assessment is conducted using both standardized arstaratardized measures. Assessment may
result in the diagnosis of a voice disorder, clinical description of the characteristics and séverity o
the disorder, statement of prognosis and recommendations for intervention, identification of
appropriate treatment or management options, and referral to other professionals, as needed.

Keywords: professionalvoice users,voice assessmentjoice disorders,screeningtools,
comprehensive evaluation, standardized andstandardized measures
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Headteacherof the Department oSolo SingingandOperaPerformance
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TIMBRAL MASTERY IN TRADITIONAL SONGS: A COUNTERTENOR AND
BARITONE PERSPECTIVE

The researchpresentedexploresa unique aspectof vocal techniqueinvolving a vocal
performer with a wide range of voices playing multiple timbres in succeSdierstudy focuses on
the technical and musical aspects of the transition from countertenor tessitura to baritone-and bass
baritonetessiturajdentifying thedifficulties, nuancesandpossiblesolutionsduring sucha complex
processThe problem covers issues such as analyzing the characteristics of voice physiology during
the transition betweendifferent registers,performing a musical samplein both tessiturasand
preparing tle voice for effective mastering of vocal technique during this prodesktionally, the
study examines special methods and investigates the influence of psychological aspects, along with
the proper selection of repertoire according to the singer's age and performance experience. Using
examplesof traditional songs,including iS a g @ | @ikh¢ - p kupsrppp mj @nd othersthe
discussionfocuseson important aspectsof vocal pedagogyteachingyoung singersto combine
technique®f countertenotimbre, baritonetimbre andAzerbaijanitraditionaltimbres.This includes
recommendationgor developing special training programs and maintaining vocal health. In
conclusion, there is a significant emphasis on the need for further researcharethis order to
expand theinderstanding ofocal technique and equip vocal performers withnéeessary tools to
successfullymaster different musical genresand performancestyles. During the research the
importanceof the psychological preparation tiie performers particularly notedThe principles of
preparing a vocal performer before performing with both -basgone, baritone, and countertenor
voice timbre & outlined. Various methods are proposed to safeguard the vocal folds from damage
whenutilizing asinger'ss-octavevocalrange whetherin academigursuitsor within thepopgenre.

Keywords: voice, countertenor, baritone, bdssritone, vocal technique, transition between
registers, vocal pedagogy, chamber performance, traditional vocal music performance, voice health
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MINDFULNESS AND VOICE TRAINING

Mindfulnessis defined by various scholarsas purposeful,nonjudgmentakttentionto the
presentmoment(KabatZinn, 1994),focusingthe mind on the presentmomentin a nonjudgmental
way (Linehan, 2015), and experiencing the present with kindness, open curiosity, and acceptance
(Germer et al., 2005; Marlatt and Kristeller, 1999; Bishop et al., 2004). This study aimed to assess
the mindfulness levels of 120 voitmining students fronstate universities in the 202023
academigear.Datawerecollectedvia ane-survey whichincludeddemographieinformationandthe
Mindfulness Scale (MAAS). the data of thesw@rvey from the link sent time voice educators at the
universities in and outside the province of Istanbul to apply to their students were brought together
on the Google Forms system and analyzed using percentage frequency analyses, AMGMA, t
correlationsandstandardieviationsThe studyfoundno significantdifferencein mindfulnesdevels
according to class levels. 30% were at the-ilogome leel, 50% were at the middiacome level
and 20% were at the highcome level. The least participants were from the Southeastatolia
Region, and the most were from the Marmara Region. Students frofeg¢j@an region exhibited
high mindfulness levels. Overall, students' perceived mindfulness levels averadeB.Q0,
indicating a medium to partially high level of mindfulness. Female students had higher mindfulness
scoregX=3.9722)thanmalestudentgX=3.7986) Mindfulnesslevelsby ageandclasswereall ata
partially highmoderate level. Students from lamcome families had lower mindfulness levels
compared to those from highcome families. Regionally, students from Eastématolia had the
lowest mindfulness levelsX&3.2000), while those from the Aegean region had the highest
(X=4.5244). Additionally, when analyzing the mindfulness levels of the students according to the
institutions, students from the Faculty of Educat{®=3.9904) scored higher in mindfulness than
conservatory studen(X=3.7515).

Keywords: voice training, mindfulness, mindful awareness scale, mindfulness levels, voice
training students
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TRADITIONAL CONCEPTS OF SOUND ARCHIVING AND
DIFFERENT MODALITIES

Abstract: While there are certain uniform expectations of sound archiving today, determined
by its historical development over approximately 125 years, its place within ethnomusicology and its
responsiveness to technological advances, we cannot really claim that aothives consist of
uniform structures or are shaped by consistent practices. Across different regions of the world,
varying political, economic, and intellectual factors have resulted in many different modalities,
reflecting a wide variety ahusical forms, cultural codes, and political settings. Additionally, habits
and behaviors related to knowledge production and presentation vary widely. For instance, outdated
knowledge or technological infrastructures in one place may be rediscoverezvr utilized in

anot her . I n this paper, I briefly discuss hov
and contextualize this with the help of selected comparators.
KeywordsSound Archiving, traditional concept s,

Introduction

While the foundational principles of sound archiving have been largely standardized over the
past 125 yeafs primarily through technological advancements and integration into fields such as
ethnomusicology the reality is that the structures and practicessofind archiving differ
significantly across regions and contexts. These divergences are shaped by varying political,
economic, and intellectual environments.

The history of sound archiving is deeply intertwined with technological innovation. The
invention of the phonograph by Thomas Edison in 1877 marked a watershed moment in the ability to
capture and reproduce sound. This innovation laid the groundwork fdermsound archiving
practices, allowing oral traditions, music, and speeches to be recorded and stored for future
generations. Before the phonograph, sound was an ephemeral phendroaptumed only in the
memory of individuals or in notated form for music
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By the early 28 century, sound recording technology had further evolved with the
introduction of gramophones, vinyl records, and later magnetic tape recording. These technologies
allowed for the systematic collection of sound recordings by libraries, academic insitwatizh
broadcasters. These early archives were primarily focused on capturing music, speeches, and radio
broadcasts. However, even from the outset, there were differences in how sound archives were
developed. In the early period, in Eurppeund archiving became closely linked to colonial research,
particularly comparative musicology. Scholars would travel to various and mostly remote or virgin
regions to documentneWe st ern peopl eds music, | angueages,
preserving Adyingo cultural forms and needed
evolution. On the other hand, in many AMestern contexts, archiving practices often lagged due to
different intellectual traditions, economic constraintsl anperial, national, or colonial histories that
impacted how knowledge was valued and collected.

The Vienna Phonogram Archive, for instance, was founded in 1899 and was a pioneer in
recording and preserving audiovisual material, as well as managing database development. Its
mission was to preserve recordings for future generations and provide aceegkot and video
recordings for academics and the public (Thram, 2014 318). The Berlin Phonogram Archive,
on the other hand, operated from 1900 under the leadership of Carl Stumpf and, from 1905 to 1933,
under the direction of musicologist Erich vétornbostel et al. Its aim was to collect, preserve,
conduct comparative research, and publish findings on the world's musical traditions. Over the course
of fifty years, from 1893 to 1954, the archive collected over 16,000 original wax cylinder recordings
from around the world (Thram, 2014: 314). The Library of Congress in the United States began
collecting recordings as early as the 1930s, initially focusing on American folk music before
expanding into other areas, such as political speeches and onaéhisanilarly, the British Library
Sound Archive, established in 1955, became a model for public and academic sound archiving in
Europe by preserving music, spoken word recordings, and radio broadcasts. Also, there were very
rich and qualitative archives Paris, Budapest, St. Petersburg, etc.; however, during this period, there
were no sound archives in much of the world.

One important turning point was the rise of ethnomusicology as an academic discipline in the
mid-20" century. Scholars made significant contributions to sound archiving by collecting recordings
of indigenous music from across the globe, particularly from North America and Africa.
Ethnomusicologists, recognizing the risk of cultural extinction, rushdd¢oment music traditions
that they believed would disappear under the pressures of modernization and globalization.

Wal ter Benj daimisn®gs i cwallt mredlhod, ARt akes wast e
pointsforamuldl ayer ed excavation of the sl ow emerge
Parikka noted in his Media Archaeology. (2017: 90) Therefordipgisual archives can be defined
as highly valuable media storages and modern memory institutions that transfer this content,
separated and purified from the noise and all
accumulated over time sia the early audiovisual recordings.

Music archives, which are the monuments of time, are actually the implicit starting point of
many historical studies. Despite this importance, they have been almost disregarded for a long time
in a significant part of underdeveloped or developing countiethey have generally been thrown
into the background by institutions and even music researchers.

Ensuring the transmission of cultural memory between generations through archives at the
desired level can be achieved primarily through archiving methods that comply with international
standards. However, the requirements of the information age, tecluablagvances, and new
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approaches to the development of this field are constantly changing the nature and practices of the
archival profession and music archiving. Simply put, archives can face serious problems such as
storage media, hardware obsolescence, software, and fdreméscence, which can render archive
material unusable. Consequently, dire situations can arise in countries that have not yet adopted
Astandardo practices. The purpose of this stu
archiving worldwde, while also addressing the varying practices that have emerged depending on
the severity of the problem.

Defining Traditional Concepts of Sound Archiving

AMusic archives are official or private 1in
to their content, preserve these recordings in suitable environments, copy them using the highest
technology available without damaging or with minimal damaggéeooriginal material, classify,
catalog, and publish them, organize exhibitions, and are open to scientists and enthusiasts or share
their materials within certain rules. o (Akat,

The first music archives, which were observed to be structured in parallel with the
understanding of comparative musicology, had to transform in the second half of"tben2dry
with the emergence and development of ethnomusicology as a discipline. Meanwhile, newly
established archives were generally structured based on the approaches of the era in which they were
founded. Thus, the evolving understanding of archiving avee has diversified the goals and
expectations of archive users, and advanceniers#sund recording technologies have necessitated
technological updates within archives. This, in turn, has changed the internal functioning
mechanisms, organizational charts, and personnel needs of music archives. However, it cannot be
said that all aralies underwent the same transformation in a similar manner; each has operated within
its own capabilities, the support provided by its affiliated institutions, the value placed on archives in
its country, and of course, within the framework of policiegrarctice.

From the perspective of technological advancement, music archives can be divided into three
main periods from the early 20th century to the present. The first period, extending from 1899 to the
1990s, involved the physical storage of analog materialswbet not easily accessible to many
researchers. This period can be generally divided into phonograph and gramophone recordings
(1899 1940) and magnetic tape recordings (I9®0). In the second period, spanning from the
1990s to the 2000s, when modernitdiigtechnology began to be used alongside music archiving,
many archives launched digital library and digitization projects and published relevant guidelines. In
1993, Rob Lord and Jeff Patterson created a kind of digital music archive in MP2 formathender
name I nternet Underground Music Archive (1 UMA
Library of Congress in 1994 and t he2005/@igital at i o
Music Library Creation Project) marked a new era in tigkl f Formats like MP3 were developed,
enabling the storage of digital copies in memory. The third period, coinciding with the early 21st
century, is marked by rapid technological production, development of application standards, and the
inclusion of archral materials directly in the digital archiving procéssa period when the question
"Havenodt you digitized yowY collection yet?"

% UNESCO6s inclusion of the Vienna Phoih9%Q) manmeaBerinhi v 6 s
PhonogrammAr chi vés early cylinder recor diildssin thef Memdnyeoftheor | d 6

259



ICTMD -2024,Baku

AEspecially in the 2000s, intense digitiza
audio recordings but also on older materials. Prior to the 2000s, archives held a wide variety of
‘original audio’ collections recorded using different devagsng fieldwork, such as wax cylinders,
shellac records, magnetic tapes, digital tapes, and microcassettes. In additigoromhassd audio
materials like 45s, LPs, compact cassettes, and CDs were present. In line with these working
principles, printeanaterials such as information cards, catalogs, books, notebooks consisting of field
notes, technical data, and inventory document
the global transition to digital music archiving in the 2000s madecgssary to digitize various types
of materials, compelling archives to renew themselves in many ways. At the same time, there arose a
need to develop techniques for storing and preserving the transformed archival materials in digital
environments. This &l has gone beyond mere preservation to include issues such as the display and
sharing of digital materials, which brought with them ethical concerns and legal conflicts over
copyright and intellectual property rights.

Music archives have administrative structures that may vary depending on the museums or
institutions they are affiliated with. However, internally, they must be organized with staff from
various professional fields. These should include at least a maaagfgist, researcher, curator,
sound engineer, sound technician, visual communication specialist, and IT personnel. The manager
is responsible for producing projects for the development of the archive, promoting and evaluating
existing collections, prepiag annual budgets, ensuring a regular work environment, and supervising
employees. Usually, the manager is accountable to the director of the museum, university, library,
etc., where the archive is located. The music archivist is responsible for magthasustainability
of the basic principles underlying archive practices such as the establishment, organization,
preservation, and accessibility of the archive. Researchers are tasked with conducting new fieldwork,
collecting materials, forming workingroups, exchanging ideas with guest researchers, following
current studies, and producing publications. Curators handle the organization of exhibition spaces,
the selection and presentation of collections, and the creation of exhibitions that attriacapaibl
artistic interest by following current events such as important days, pehtstatical events, and art
news. Sound engineers are responsible for analyzing and documenting the technical features of
incoming recordings, copying and digitizing theoonverting them to suitable formats for the
archive's system, and transferring historical recordings to the present. Sound technicians work in
harmony with sound engineers and perform tasks such as producing new wax cylinders in the lab,
maintaining, repiring, and restoring records, tapes, etc., servicing historical recording devices,
preparing and repairing cables, and assisting with tasks like miking and recording under the
supervision of sound engineers. Visual communication specialists must be dgeabee about
historical and current visual formats, especially digital media in the field of music. They use
computerbased communication technologies to create videos, photos, graphics, 3D designs,
animation designs, image restoration, and more. IT paes@re responsible for creating the physical
and/or online interface of the archive, ensuring the documentation structure, entering data into the
database, preparing the access infrastructure, monitoring the system's functionality and security, and
providing solutions for possible issues.

It is clear that the qualified and effective operation of a music archive is shaped by the work
of its technical staff. The transition to digital archiving and making archives accessible to users has

World Register in 1999, along with the declaration of the Convention for the Safeguarding of the Intangible Cultural
Heritage in Paris in 2003, significantly increased interest in historical audio sources and positively stimulated digitizatio
efforts within related institutions such as museums, archives, and similar entities.
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not been easy. Issues such as how the network would be built and how the data in the system would
be delivered to users are problems that music archivists or archive managers cannot solve alone.
Especially in recent years, making digital data availabl@emnither than just within internal systems

has become a major process. While many digital archives have resolved technical issues related to
online data access, many are still working on making their databases accessible offline. Although
nearly every athive has a website, full digital media transfer has not yet been fully achieved for the
reasons mentioned. Still, catalog searches are possible in many of these archives, providing insight
into their collections and data.

Another important point is that auditory sources have different application procedures than
written sources. Since auditory sources are relatively new compared to written ones, their recognition
as fAhistorical sour ces o t oiofkiencgd bytethnonsusiaolegy'st i me
increasing interest in (historical) auditory sources only in the last quarter of theeReury’.

However, archiving historical sources or drawing conclusions from them requires source aditicism
a broad concept.

The first steps in auditory source criticism were taken by Sigmund Exner, whose basic
principle was to ficollect a | arge number of
recordings and distinguish t henmeimpodamt aspectaf ant
auditory source criticism is that researchers must understand the technology used, as necessary
analyses and evaluations can only begin this way. Drawing on the views and practices of Rudolf
P°ch, Gerda Lechl eiottanerof adoptindr and applygng cettam etechnicalp
principles during the very process of obt ai
summarized the essentials of field recording in four steps: "mastering the technique, selecting the
performer tobe recorded, explaining and transcribing the song or text to be recorded" (Lechleitner,
2010: 34). These steps demonstrate how important source criticism was considered even in the early
days of sound recording. Ingrid Bertleff argues that written acadsmoices in ethnomusicology
reflect only a portion of the general view on the research subject, and that a complete picture can only
be formed through source criticism conducted directly on primary sodrcesthis case, sound
recordings. She emphasizé® theed for irdepth work on the material after selecting the sources
(Bertleff, 2010: 5153).

Traditional sound archiving is defined by several key concepts. First, fidelity and authenticity
are crucial. The goal is to capture the sound in its purest form, without distortion or alteration.
Archivists strive to ensure that what is heard today @ase as possible to the original performance
or event. This is important not only for historical documentation but also for cultural preservation.
The medium and format of the recordings have historically played a significant role. From early wax
cylinders to magnetic tapes and vinyl records, the physical format of recordings greatly influenced
both the longevity and accessibility of sound archives. Archivists faced challenges with the
degradation of these physical materials, which led to the growingigerast digitizing older
recordings to preserve them for future generations.

Cataloging is another essential element. Without proper cataloging, sound archives are

57 For the detailed information about the ICTMD Study Group on Historical Sources and significant works in this field
worl dwi de, see: Suzanne Ziegler, fHiisA oQriictailc ado uRecvei se w 0
15/ 30.
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essentially lost in time, inaccessible and unusable. Traditional archives were painstakingly organized,
with detailed metadata accompanying each recording. This metadata includes not just the date and
place of the recording, but also the technical detdilsow it was captured, the context in which it

was made, and sometimes even biographical information about the people involved.

Finally, accessibility and use are critical concepts. While traditional archives prioritized
preservation, access has always been a point of tension. Archivists are tasked with making sure
recordings are available for study and enjoyment without compnognibieir preservation. This
challenge has only intensified in the digital era. In recent years, digitization has transformed almost
all dynamics, enabling institutions to make sound archives available online. However, digital access
also raises questiond imtellectual property, privacy, and ethical considerations, particularly when
dealing with recordings of marginalized communities or politically sensitive material.

Today, standardization efforts are discussed at academic meetings and in publications of many
organizations such as IASA and ICTMD, and steps are being taken to adapt traditional concepts to
todayods conditions. One of hshie thisnegatd is cdigitalr e n t
preservatiol. Al so, it is clear that digital sound a
and applying methods, quality management, and followingowate studies. However, sound
archives generally struggle with various difficulties, especially in@wenand managerial problems,
in creating collections and technical infrastructure. On the other hand, the organizational process is
not only limited with preservation but also expands with situations such as the exhibiting and sharing
of digital materialswhich include ethical issues, copyright, etc., and has gained new dimensions that
can create conflicts of righs 6 ( Akat & Nural, 2022: 65)

In summary, in terms of the functionality and sustainability of sound archives, certain key
factors must be carefully considered, designed, and implemented. These include: adopting an
institutional approach and building collections in line with specifialgjoestablishing a proper
organizational structure; employing qualified expert personnel; ensuring strong doelatp
equipment with appropriate technical infrastructure; using preservation and access models
effectively; actively engaging in researdttigities; participating in various collaborative networks;
and paying close attention to ethical compliance and copyright issues. These elements should be
regarded as the fistandardodé structure of the t

Diverging Modalities in Sound Archiving

Although these traditional concepts are foundational, the way they are applied can vary greatly
from one region to another. This situation leads to the emergence of diverging modalities in sound
archiving. Modalities refer to the different methods, stmeguand practices used in creating and
mai ntaining sound archives. These modalities
economic, and intellectual environments. Generally, in Central and Western Europe, significant
resources have been @sted in ensuring that archives are preserved as part of the cultural heritage.

%8 Digital preservation is a set of agreed principles and outcomes. For this reason, the digital material to be protected must
comply with the features of predictability, comprehensiveness, interoperability, interactivity, and sustainability. And these
features constantly change the task structures of different institutions that make digital archiving and their relations with
other institutions. Neil Beagrie states these changes in the digital domain under these titles; changing patterns of
distribution, chaging time horizon for preservation, changes in intellectual property rights (IPR) and archiving rights,
globalization, the information explosion, publications and records, the cultural record, and the role of the private collecto
(2003: 34)

59 |ASA (International Association of Sound and Audiovisual Archives) has made significant contributions to this field
with its regular symposiums amn@ P8b|]i whtcbhndesdwobef m
strategic aspects ofglii t a | preser vlad i @04, aamndprid cAtSiAce handbook on t
objects.
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These often set the global standard for sound archiving practices, emphasizing precision, academic
rigor, and statsponsored preservation programs. In such settings, digitization and advanced
cataloging techniques were implemented early, allowing the$evas to be widely accessible to

both researchers and the public. On the other hand, in regions likeaBaban Africa or parts of
South Asia, archiving practices have developed differently. The combination of economic constraints,
colonial histories, ahoral traditions means that sound archiving is often more fragmented. In some
areas, there is still a heavy reliance on analog recordings, as digitization projects are often
underfunded or poorly resourced. Additionally, political instability or changavgrnment priorities

can make longerm preservation efforts difficult. Yet, in many of these regions, local knowledge
systems and oral traditions offer rich alternative approaches to archiving sound, preserving cultural
memory through methods like stagliing and communiticentered practices.

Political Factors

Politics plays a central role in determining what is archived, how it is archived, and who has
access to the archive. In some cases, political regimes actively promote sound archiving as a means
of preserving national identity and cultural heritage. Irectharchives are subject to censorship or
control by authoritarian governments.

In South Africa, for example, sound archives were used both to preserve indigenous music
and to promote aparthe&ta propaganda. While certain archives documented the musical traditions
of black South Africans, others focused on promoting Afrikaner raigm. In the posapartheid
era, efforts have been made to recontextualize these archives, shifting the focus to inclusivity and
social justice.

In contrast, China has a long tradition of stspensored sound archiving, but with strict
control over what is archived. The Chinese Central Archive holds thousands of recordings, but access
is often restricted, particularly for recordings that relatpdiitically sensitive subjects, such as the
Cultural Revolution or dissident voices.

Economic Constraints

Economic factors also influence the modalities of sound archiving, particularly in resource
constrained regions. In many leand middleincome countries, sound archiving projects struggle
due to lack of funding and infrastructure. Sséharan Africa prodes a clear example of this. In
some African nations, sound archives are maintained by small institutions or private collectors with
limited resources, leading to challenges in both preservation and accessibility. The reliance on older
recording technologss, such as cassette tapes or vinyl, has hindered digitization efforts, although
recent partnerships with Western institutions have started to improve this situation.

Intellectual Traditions

Intellectual traditions also play a role in shaping sound archiving practices. In Western Europe
and North America, the intellectual foundation of sound archiving has been heavily influenced by
academic disciplines such as ethnomusicology, linguistica@thdopology. In these regions, sound
archives are often linked to universities and research institutions, where they are used as tools for
scholarly research. In contrast, in parts of Latin America and South Asia, sound archiving is often
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deeply rooted in oral traditions and community knowledge. Here, sound recordings may not always
be seen as objects of academic study, but rather as living cultural practices. In Brazil, for example,
sound archives are often maintained by local communivéh, a focus on preserving the oral
histories and musical traditions of indigenous groups.

Archives are typically spaces visited by university students, academics, and relevant experts.
However, there remains a significant lack of knowledge regarding key aspects such as the use of
archives and approaches to archival materials. This is largeliodhe fact that the topic of archives
is rarely addressed in music research literature, and researchers are generally not provided with
specific training in this area. One of the main reasons for this is that archives are not commonly visited
without aparticular purpose, nor are they frequently used for research. Additionally, it is thought that
this situation may stem f r ® onladktheredia this field is o u n t
reflected in its educational system. For this reason, while nawsigving and archival studies are
taken quite seriously in places such as Central Europe, the United Kingdom, and North &merica
considered indispensable to an ideal research p@dbsey are often neglected in countries like
Turkey, where even local omational music archives have yet to be properly established. In such
contexts, this research method is often overlooked and not properly implemented. The profile of
researchers who do visit archives i sheswofien of t
arrive at archives with only a topic or a few keywords they wish to search. It is also difficult to say
that most of them are familiar with the rules of the archive, the nature of the archival collections, or
the characteristics of the materialdé ( kent ¢r k, 2013: 292)

The functionality of auditory source diversity today depends on whether archives can adapt
to current technological infrastructure and provide proper access services. This is only possible in
archives with a welestablished technical base, sufficient pbgls space and equipment, and
qualified expert personnel. For instance, as early as the beginning oftce2d t ur vy , Rudol
who donated his collected materials to the Vienna Phonogrammarchiv, also used &°camera
addition to sound recording equipment during his fieldwork, making him one of the pioneers in
integrating visual and auditory data. In later years, due to his administrative position at the Vienna
Phonogrammarchi v, P° c h c sound reardiegd and they evialfiatioo asn t
historical sources. Drawing from his experience on both sides of the archival process (as both a
collector and a recipient of collections), he revised and standardized the forms related to field
collections and pepnal information notes within the Vienna Phonogrammaftthinfortunately,
in countries like Turkey, as previously mentioned, the historical accumulation in this area has not
been adequately utilized; long interruptions have occurred, and a great deal of archival material has
been lost. Therefore, achieving siamistandards is difficult and, in many cases, requires reinventing
the wheel. As a result, the more demanding aspects of archival practices are often skipped, and efforts
are instead shaped solely by the current political, economic, and intellectualorenditthough this
approach carries serious problems, it also reflects the underdeveloped perspective of many
professionald including musicologis® toward music archiving. This demonstrates that the roles
and responsibilities of cultural memory institutsoare not equally understood or valued everywhere.

OYeéel déer ém, K. (2013). Etnografik Alan ¢al ékmasénda G°
Ethnographic FieldworkMilli Folklor, p.114.

Lechleitner, G. (2010). Prerequisiti &sSeet foomthe Arehivaii Cr e a
Perspective. S. Ziegler (Ed.) in, Historical Sources and Source Criticism @p116. Tal |l i nn: Tal i nna
o] .
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T¢rkiye as a Case

Not only is there a lack of training for music researchers in archive use in Turkey, but the few
archives that do exist also have numerous shortcomings regarding the fundamental principles of
archiving. Chief among these are poor preservation of archiatdrials, the archives being closed
to researchers, or the application of harsh usage conditions. In short, a series of negative conditions

exists for researcher s, starting with a disc
compelling case studfpr understanding how sound archiving modalities can differ from Western
model s. T¢rkiyeds rich cultural history, whic

presents unique challenges and opportunities for sound archiving. Traditional Tomkssb,
including genres such as makam and folk music, has been preserved and passed down orally for
centuries. The introduction of sound recording technologies in the edtlye®ury revolutionized

how these traditions were documented and archived.

I n T¢rkiye, the early development of sound
cul tur al preservation (Darg¢l el hands compil ati
Istanbul Conservatory). During the early republican periodeund Mu st af a Kemal At a

a concerted effort to modernize and secul ari z
cultural heritage. This led to the establishment of sgsptasored institutions, such as TRT (Turkish
Radio and Telegion Corporation), which played a key role in archiving not just Turkish music but
also political speeches and public broadcasts. However, the political and economic factors that shaped
T¢rkiyebds archi val practicesrmiEdropes. ghdrfkicy
history, marked by periods of authoritarianism and censorship, has meant that some sound archives
especially those related to political movements, dissident voices, or minority odlterasin
incomplete or inaccessible. Addi onal | vy, economic instability
history has impacted the funding and resources available for sound archiving projects. For instance,
there is still no central archive that preserves certain musical genres because oficcemabm
intellectual factors.

Despite these chall enges, T¢rkiye has made
such as Istanbul University, Istanbul Technical University, Hacettepe University, Trabzon University,
and other cultural organizations have embarked on sualé projects to digitize and catalog
Turkeyds rich auditory heritage, making it n
Karadeniz Music Archive, the stalled KARMA®2,  whi ch | founded in Tra
brings together audivisual archival materials from the Black Sea hinterland. KARMA has a
different modality with its epistemological and institutional background and actions. Besides
following traditional o ncept s, KARMA a d-agwork thdorg,t Deleuzed and a c t
Guattari 6s rhizome, and Akatdéds focus strategy
both micro and macro perspectives in order to understand the music cultures of théhregigim
historical collections and new connections.

Another important aspect of sound archiving across different regions is the rediscovery and
reutilization of outdated technologies or knowledge. In some cases, sound archives that were thought

2For detailed information about KARMAO6s modality, pl e
Karadeniz Music Archive (KARMA): Foundations, Improvements, and Current ApplicatighZIKOLOGIJA
MUSICOLOGY (33), 53 71.
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to be obsolete are now being revitalized through new technologies. For example, in regions where
older recording formats like vinyl or cassette tapes are still widely used, archivists are finding
innovative ways to integrate these formats into modernizhgivn workflows. This contrasts with
regions where outdated technologies are quickly discarded in favor of newer formats, sometimes at
the expense of preserving valuabl e cuhdreel al a
tapes and vinytecords are being revisited and digitized as part of larger preservation efforts. This
process often involves collaboration between universities, government institutions, and private
collectors, underscoring the collaborative nature of sound archivisigense contexts.

Conclusion

To conclude, sound archiving is far from a uniform practice. While traditional concepts such
as fidelity, format preservation, cataloging, and accessibility remain important, different regions
around the world approach these challenges in unique waysc&pkconomic, and intellectual
conditions shape how sound archives are structured, resulting in a rich diversity of modalities. In the
case of T¢rkiye, sound archiving has been dee
and economic faots, resulting in a unique approach that both parallels and diverges from Western
practices. As we move forward in the digital age, it is crucial to continue exploring these different
modalities and to ensure that the sound archives we create and maiataiolusive of all voices,
especially those that have historically been marginalized. Considering the evolution of music
archiving worldwidé from its traditional foundations to the current era of digital transform@tion
it becomes clear how vital institahal music archives truly are. For this reason, there is an urgent
need for new projects all over the world focused on music archiving within institutional frameworks,
particularly those aimed at digitization, online cataloging, and digital media access.
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ANOTHER VKEW ON KHMU FLUTE SONGS KN MAKNLANI

Khmu FluteSongsn MainlandSoutheasf\siawerealreadypartof deepeinvestigationget
somenew points appeared siniteen. Updated rereadings need to be undertaken mondreoften
in recenttimes.This papelis basednit andrepresenta smallpersonaktudyof availablematerials
wonovertimeduringmanifoldfieldwork experiences LaosamongKkhmupeoplelt will shedight
on the social construction of archaic societal structures and their transformation into the recent
working units. Taking Khmu Flute Songsasanindicatorfor the presencef traditionalpower,these
songs are Hnvestigated from a historical viewpoint.

Special emphasis is also given to the individualization of knowledge and the unification of
their streamed applications on another level. This ssaalle study may contribute to the body of
knowledgeon musicalpracticeasanindicatorandresultof socialchangesn thehistoryof mankind.

Keywords: Khmu, Southeast Asiaylusic Production, Songg,ot, Pi

Introduction

Khmu people were widely investigated from all sides, mainly in Laos and mainly the Khmu
Yuan, the people Damrong Tayanin (1994) described in his North European exile. It is an important
piece to study and a sour ce the pasteascVeryttirg beftere s t |
pieceo without being definite about what past
that attracted researchers. The Khmu (Figures 1a or 1b). In general. This static view on things is a bit
outdated (Stol2021; Evrard, 2007) in times of technology changes and an easier flow of information
and people through various modern transport means.
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Figure la: This once folded map in the public domain since 1983 was taken from: LABLACHE
publ i ®e par | a Librairie Armand Colin, 103, B
territories of Khmu living in Laos and Northern Vietnam.

Map of mainland
Southeast Asia
with areas of
Khmu settlement.

Figure 1b: This less aged map of mainland Southeast Asia shows areas of Khmu settlements. Living
areas of Khmu in Vietnam do not reach the coastline as indicated here through the inclusion of
whole provinces. The misunderstanding of differences in bagitsramong people according to
their state involvement is probably a modern invention. (The picture is in the public domain since
2024).
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Ownership of Music Tools in Relatively Closed Communities

Among the Khmu Yuan, as Damrong Tayanin (1994, figure 2) describes, musical instruments
bel ong to the village and are commonly access
on most of the Khmu villages in Northern Laos and Vietham. The mpstiamt musical instruments
include the mouth organ with all its parts, especially the small metal tongues that have to be inserted
into the bamboo tubes; a long wooden drum; a side blown horn and an end blown horn; a kettle gong,
which is in times of dargy and war hidden in the forest because it is a costly item, a large knobbed,

a smaller knobbed gong; and cymbal s. Fl ut es,
are not lent out to anyone outside the family of the performers.
Owned by the entire village
A Mout h organs of Lao origin with their
A Long drums made of wood
A Side blown horns
A End bl own horns
A Kettle gongs
A Large knobbed gongs
A Small knobbed gongs
A Cymbal s
A Sets of new instruments taken over f
modern songs (other peopleds songs pl aye
Owned by an individual of a family
A Flutes
A Clarinets
A Mouth harps/ mouth dr ums
F

igure 2: Ownership of musical instruments according to Damrong Tayanin (1994). Here printed
with permission and put into order by the author.

Flute songs are songs played mainly during waiting times by elderly women who transfer
short sayings inserted into the flute song b
follow the scheme of missing pitches as those pitches could by paxilicedon the same flutdt
is just a possibility to put voices in. Over time, it became a specialty of careful elderly women to use
flute songs to entertain and to teach at the

Figures 3a and 3b: Uay Phan (left figure, 3a) and Quang Thi Vinh (right figure, 3b) each
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performing a flute song. The hand position implies that Quang Thi Vinh adopted playing techniques

of the Vietnamese s8o0 tr¥c after introducing
plays the flute in a way that allows her to rest the upperopane flute on her shoulder while
singing.
~“,\‘ > n
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Figure 4: The flute song section shown in this figure is with reduced speed taken from recording
ATML 601. Flute and voice are clearly distinguishable in a spectrogram generated through
AdobeAudio (CoolEditPro). The notation below the spectrogram maeksoital insertions. (All
depictions printed with permission.)

The Loss of Power

|l wrote some time ago: Aéa shaman, who nee
and complicated rituals, cannot win against the common television knowledge of Aspirin or Panadol.
Even agrarian and educational expertise can be quickly substiiytéglevision magazines and
serials from all over the world. The young generation growing up in these times of radical changes is
convinced about the universality of cultural knowledge. An Australian farmer knows better than the
grandfather which fertilize fits to the soil and a French fashion designer knows better than
grandmot her how to dress up attractively. As
village are converted to the global shallowness of information didactics. These dipeictideward
global consumer behaviour. How do flute song playing women teach, perform, and entertain young
girl s?0o6 (J?2 h-td5)cWitk the los200tHeit sociallpdsition gained through their superior
knowledge, these women have lost a big patheir power in the village. Hence, they give up playing
and teaching their daughters and relatives. Alternatives are not available although they might be
possible in terms of turning general knowledge control through elder people into knowledge of loc
traditions that cannot be provided by any other means. Therefore, the art to construct such a complex,
beautifully interwoven melodic music using flute and voice is naturally dying out. | continued (2011:
145) AnAl though we atahby sdderd nhedid, thesmeanmg df the music ahda c |
especially the meaning of its performers wil.l
regrets or encouragement (Figures 3a, 3b, 4, and 5).
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MEDIA, SUPPOSEDLY SELF-CHOSEN INFORMATION /

N —-
\ Elderly men
X [ | ¥

BOYS

Elderly - GIRLS
women

Figure 5: This scheme shows the current conflict in the transmission of cultural experience (Scheme
by the author).

Out of recordings that were recorded by myself in Laos, Vietham and Thailand as well as in
some accessible collections with sufficient descriptions, 76 % were vocal expressions or
performances of which approxi mat eieightfaot rhoath f wa
organ. Two songs were accompanied by a larger ensemble, one traditional with mouth organ, long
conical drum, a percussive wooden pole and small cymbals, and one modernized ensemble with
mouth organ, a sethade plucked spike lute andyaitar. For more data, the Archives of Traditional
Music in Laos (ATML) at the National Library of Laos, can be consulted. The loss of power is real,
yet temporarily. Elderly women will be still held in high regard (Jayakody, 2008) and they will be
askedor their help and opinion, as the most experienced in at least a while, when the use of advanced
technological tools will be a rather common issue.

What Can Be Added after Reexamining Previous Studies

Being a Khmu changed rapidly. Local settlements do not play anymore the main role as well
as |l anguage relationships. The often quoted A
generalisations in this regard.

The young generation always exists in each time period. Luckily. Complaints of the lack of
any younger generationdés interest is actually
offers to learn.

For example: telescope clarinet playing boys try to play flute songs, changing the meaning for
all involved persons. They make fun of the elderly women and of the learning girls, young boys are
as arrogant as they appear in each time period before. Tlyaya®d that overconfidence in order to
find their place in a differently gendered and abled society.

Power structures restablish due to higher social competence of any elderly making
technological impact less dominant or not reaching. The mastering of new tools is far faster than
thought. Elderly women can make use of their experiences while learniingtitgyuish good from
bad news.

Teaching in a gendered way will be framed by globally accepted patterns, which mightinclude
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religious differences as justifications (Stolz, 2021). That may include changing nationalities or other
wars against other beings.

What Can we Learn from It? T Conclusion

The performero6s meaning is tremendously si
simply a person of a fAtribeodo but a personalit
performers have to be taken seriously and integrated in re¢glistsc The tools of transmission such
as TV, broadcasting on radio, or the use of social media on smart phones contribute to the general
shallowness just temporarily. Very quickly, people will learn to distinguish between different sources.
There is no aed of controlling instances at all.

The modern powers of shallowness cannot replace the power -pirgelfced expressions
based on local experiences. Local experiences are much longer lasting than the authority of any
mobile device instruction, given by a competent person. That also sthaalsnline instructions
have to be of higher quality. Diversity is established on another level than merely on language
distinctions. At the moment, many ethnic schemes are merely based on language use. That is not
anymore sufficient as well as estabéstt  fi-fdeas$ thab only apply to people in clearly different
societies, which were already overcome through economic shares. The folk is not the folk of an
undefined glorified past where Athe fol ko cou

That might all lead to stop nemmlonial descriptions (as elaborated earlier) and to start true
anal yses through the repertoire of the humani
biased observations are one important part. The denial jgicsivity is not helpful, as it takes away
the responsibilities and the possibilities to learn of being an individual.
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LEGACY, PRESERVATION OF NATIONAL TRADITIONS

In the XXI century occur changes in the diametrically opposite dimensions-\\sasit,
which existed for centuries. The rapid development of technology revives interest in the historical
past of the peoples, their cultural heritage. Thus, in the lastét4 gepriority in the direction of
musical science takes musical ethnograpime study of traditional music of peoples contributes to
betterunderstanding of thele ofpeoplein the development of theusic ofEast andVest, as well
as ceexistence of rany traditions in the area of the Orient.

Ethnomusicology makes it possible to systematize the results of the latest research, as they
studytheexistenceof modermrmusictraditions.Ourgoalis notonly to preservéheachievementand
plan future research directions Uzbekistan, efforts are being made at various levels:

So,for studythe currentstateof theseprocesses encouragedo hold:

1. Collaborative projects in the form of scientific expeditions in the border regions inhabited
by peoples of the two countries.
2. Theresultsof the expedition approvat conferencesn publications.

3. Weneedo createaninternationajournalonaregionalscalewith internationaktolleagues.
4. Exchangeof studentsresearcherandteachers otheleadingmusicschools.

5. Create a common educational online learning portal that brings together all the leading
music universities of Turkispeaking countries in order to attract more students, similar to OGAM
(Open Global Academy of Music).

6. Createa commonterminologybase.

All of these efforts will determine not only the current state of the musical heritage of the
region, as it is influenced by changes in the global scale, to define the boundaries and horizons of
integration processes, but also to stimulate interest itmab&gional music of the region layers.

Keywords: legacy nationaltraditions collaborativeprojects

The rapid development of technology revives interest in the historical past of the peoples,
their cultural heritage. Thus, in the last 25 years a priority in the direction of musical science takes
musical ethnography. The study of traditional music of [@=opontributes to better understanding
of the role of people in the development of the music of East and West, as we#xastence of
many traditions in the area thfe Orient.

In recent decades, the integration processes in any sphere of public life is so chaotic, it
becomes evident the need to control the degree of development and the result is that we have. Until
now, scientists in their studies based on these expeditionsviditein sources of the past few
centuries and affect the interactions of musical traditions that continue today. Could we claim to
continue the assimilation of musical traditions of Central Asian region, what are the forecasts in the
era of globalization?
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In Uzbekistan, there are more than 130 nationalities, geopolitical and geographical position of the
country contributes to the continuous "dialogue" with different traditions. UZbgk, Uzbek

Indian, Uzbek, Kazakh musical connectioridistorical estalished and no one denied the
postulates, we have significant research scientists from different generations and nationalities.
Worrying is the lack of interest in pursuing research. As the need for different countries music
festivals, Days of Culture. Theformation era dictates its own laws. Internet, digital recording
allow as soon as possible to get the necessary information. However, we are deprived of live
communication, so necessary for the correct perception of the traditional music.

Unnoticeably past 24 years of a new era, though we recently talked about the beginning of the new
millennium. Opportunities for research enormously changenhputerization, digitization, online

- conference allow to expand the object of research anduiaklyy as possible to exchange
information. In the XXI century occur changes in the diametrically opposite dimensions "East
West", which existed for centuries. The rapid development of technology revives interest in the
historical past of the peoples, theultural heritage.

Ethnomusicology makes it possible to systematize the results of the latest research, as they
study the existence of modern music traditions. Our goal is not only to preserve the achievements
and plan future research directions. The era of globalizatianrduiagive the right to people to lose
the identity of musical traditions, but on the contrary to strengthen and preserve them. Music
Festival “"Sharq taronalari"(fAMel odies of t he
scientific conference, Dayof Uzbekistan Culturen China, Turkey, Germany, France, South Korea
and etc. However, very few joint musical projects of Tudpeaking peoples is held. This requires
an exchange of students, undergraduates, researchers and teachers of the leadsuhools
research institutes and centers. In Uzbekistan, efforts are being made at various levels, but it is not
enough, so | propose to carry out:

1. Collaborative projects in the form of scientific expeditions in the border regions inhabited by
peoples of the two countries.

2. The results of the expedition approve at conferences, in publications.

3. We need to create an international journal on a regional scale with international colleagues.

4. Exchange of students, researchers and teachers of the leading music schools.

5. Create a common educational online learning portal that brings together all the leading music
universities of Turkiespeaking countries in order to attract more students, similar to OGAM (Open
Global Academy of Music).

6. Create a common terminology base.

All of these efforts will determine not only the current state of the musical heritage of the
region, as it is influenced by changes in the global scale, to define the boundaries and horizons of
integration processes, but also to stimulate interest imat#ional music of the region layers.

In the 80s of the last century a very popular topic of discussion in various forums of art was
the theme of interaction and mutual enrichment of cultures, and examined the historical background
of this phenomenon and the state on the studied period. ¥ratikhot deny | studied this process
in my graduation work, later in dissertation. Then, in the&Qy 90's, few people thought that the
coming era of globalization and the world of computing, and we will think about how it is important
to avoid a chatic integration and "invasion" to not on the own territory. This is especially true of
nearby cultures.

There is another "evil", otherwise difficult to call, and it is spreading particularly fast and
controlled on a serious level. This dominance of theadled light music, where the authors, not
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looking back, mixing styles and traditions. Here, the boundaries are erased, and there is on the part
of the audience perception of chaotic music taainotbelong to a particular culture. For example,

the song in the Uzbek language, but the musical affiliation with style and rhythmic features, say, of
Indian and Turkish music. The list goes on, and | think many people have the same problem.

Very serious is the problem of existence of traditional music genres like folklore, and orally
professional creativity. Conducting of competitions and festivals reveals the level of influence of
modern innovations in the existence of genres, styles, pafare in general, and the degree of
integration into the global community. Uzbekistan regularly conducted ethnographic expeditions
and much effort and support is provided by UNESCO.

Thus, in 2003, this organization has announced Shashmaqgom as a cultural heritage, and in
2014 the genre of Katta ashula. Thanks to their initiative in the last twenty years carried out
ethnographic expeditions with the assistance of foreign researchgtise & event can be called
expeditions of study Baysun Surkhandarya, 200@4) and "Shashmagom" (20@B806), which
held by the initiative of UNESCO. Besides these in Uzbekistan conducted severai@itest of
epic executors of Central Asian regiorshairs, akyns, manaschy, as well festivals "Boysun bahori"
(ASpring of Boysuno), "Asrl ar sadosi (AMel od
contribute to the development of interest in traditional music, to identity and a common culture.

Despite the development of various communication and wageastic technology, it is a
live dialogue with the "bearers" of a genre allows us to estimate the degree of preservation and the
emerging changes in the semantics, structure and performance edeatdistory of
ethnomusicological expeditions in Uzbekistan has more than a hundred years, this region originate
large projects and in our time the researchers, based on the achievements of previous expeditions,
can make interesting conclusions.

According history, that are prevalent in Uzbekistan four local style, covering not only
defined territorial area, but also all the components of culture and the arts.Sknsarkand,
Bukhara, Kashkadarya, Surkhandarya, Khorezm and Fergrastkent. Therigin and existence
of various genres, was associated with a certain kind of activity of people, their habitats. Thus, the
formation of magam, then cycle Shashmagom as monumental genres happened only in the city, in
the lush environment of the palace, alhiwas simultaneously the heyday of architecture, poetry,
painting (Samarkand, Bukhara, Tashkent) mugicatic genre epos was enough to dry parched
steppe Kashkadarya and Surkhandarya and a minimum of tools. Katta ashula formed on the open
spaces of thEerghana Valley, where the mild climate and hilly terrain contributed to the appearance
of fine vocal opportunities for local musicians. Khorezm, perhaps, an unique region, which, despite
its small size, has absorbed a little of the surrounding bordetgsedjut also to preserve their
identity. There are prevalent almost all genres of folklore and professional-weuisatly, which
are included in the musical heritage of the Uzbeks.

The great interest of researchers is from the standpoint of saving features of certain genres,
their migration and acquisition of other qualities and characteristics in the performance will give
impetus to new study these local areas. Of course, theno#uaf the modern way of life, means
of communication does not pass without leaving a trace on the state of the genre. So, first of all
disappear norms and canons of performance, there is no strict control (as it was in previous
centuries), where and whgou perform that today called the treasury of the musical heritage of the
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people. For example, it is unacceptable that part of the makom performs at weddings, the uniqueness
of this art in an absolute dive, perception and communion during the performance, and not a
background, in which you can talk, eat and do other things. &;l¢he whole system collapses
taking shape for centuries respect for the high art. For a long time there is a need to revise the system
of music education, and especially in the are@aufitional music. | do not think that this problem
concerns only Uzekistan. How long can we keep the name of the traditional music, has long been
simplified if, say, the fundamentals of the tandem "Ustloagird.” If earlier the learning process
lasted 15 years, it has been the pasB@@ears, all reduced to a maximwi? years. Could we
talk about preserving the traditions over time? To do this, it's necessary to open a school of makom
art.

There comes a time when we really feel the loss of performance traditions. Vocal and
instrumental cycles, such as makom cycles, raga, or mugham, kui are not intended for the execution
to a large audience of listeners and the use of equipment for levalihgoand reinforcement.
Certainly, there are only few unique areas among the new concert halls, which takes into account
acoustic and voice capabilities of performers, choose the building material, taking into account the
results that are called by the pbe "a fantastic sound.” Sometimes a unique voice or instrument
sounds, recoverable performer on any instrument, literally drowning because of this indifference
and negligence in creating venues

| think | voiced the common problems that arise in our rapidly developing time, when more
measured, planned and implemented with the help of computer technology. | wish that the human
factor, which for centuries adapted the experience and traditionsIptet@ia greater extent and
guide the younger generation in the right direction, and then in 20 years we will again contemplate
on the preservation of tradition and expanding the horizons on the new time.
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EXPLORING THE LEGACY AND PRESERVATION OF MUSIC AND DANCE
TRADITIONS WITHIN THE AGHBABA ENVIRONMENT

Abstract: The purpose of the research is to offer semiotic insights into the traditional music's
archaic componentsithin the AghbabaenvironmentThe article aimsto underscoréhe distinctive
gualities ofAghbaba'dolk songsanddancesgcontributingto the preservatiorof this environment's
traditional music. Aghbahantegral to Azerbaijan's ethnic musical culture. Notably, the Aghbaba
district, renamed Amasya since 1930, currently falls within the confines of the Republic of Armenia.
Historically inhabited by Azerbaijanis until the close of the 20th century, itreaswned for its
steadfast observance of traditions and customsAghbaba region harbored substantial intangible
culturalheritagewith Nanaifolk songsandYalli danceservingassignificantmanifestation®f this
legacy.It canbepositedwithout hyperbolethatthesegenresof musicanddanceplayeda pivotal role
in facilitating the developmental stafy¢he establishment of traditional music within thghbaba
district.

Thetraditionalmusicof Aghbabgplaysapivotalrolein definingAzerbaijaniculturalidentity,
and the preservation of the historical consciousness dhzbebaijani people embodying the core
values, historical lineage, and customary practicéeeosociety, while also incorporating enriching
elementsthat have substantiallycontributedto the establishmenbf our cultural heritage.The
examinationof oral traditional music within the Aghbabaregion, specifically the collection and
transcription of musical folklore samples from this region, is recognized ass&ntial asset for the
revival of distinctelementof the musicalculturewithin the occupiederritoriesof WestAzerbaijan.

Thearticlehighlightedoneof theinitial endeavorn applyingsemantia@analysigo traditional
music genres, specifically focusing on the ancient folk songs performed during Nanaiokhuma
ceremonies or rituals, as well as the Yalli dances, both integral components of the Aghbaba
environment. For the identification of semantic music infdaroma we utilized an archetype
extraction method within the realm of semantic music retrieval.

Keywords: Aghbaba environment, nanai genre, semantic method, archetype, Yalli dances,
cultural heritage

The ethnecultural environment of Agbaba has played a crucial role in preserving the
fundamental values and traditions of this region, significantly contributing to Azerbaijan's traditional
musical culture. The study of oral traditional music in the Aghbalgion, particularly the collection
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and transcription of musical folklore samples, is recognized as crucial for reviving distinct elements
of musical culture in the occupied territories of West Azerbaijan.

Aghbaba region is a mountainous area surrounded by Agmbaibatain range to the West,
Chyldyr region of Turkey to the NortkVest, Akhaltsikhe region of Georgia to the North and
Kyzylgoch region(currently Gukasyan) to the East. Historically, this region, inhabited by ancient
Turkic tribes, Azerbaijanis, was known until the end of the twentieth century as daoattd and
rich region of cultural and social life. The Aghbaba environment hagiana musical folklore, but
at the same time it was distinguished by a different style of performance and musacal dial
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were always kept in the center of political interests of a number of states due to their very important
military-strategic position(Aghbaba, A, 2012,277)The occupation of the territory of Aghbaba,
which became part of the Safavid and then Ottoman Empire, as a part of Chyldyr district began with
the long and fierce war on the front of Russian and Ottoman Empire in the 19th century. The hardest
blow for thepeople ofAghbaba region was the, the agreements of Gyumri, Moscow and Kars, which
complemented each other and ended the Armenian claims on Anatolian lands.

As a result of these agreements, the part of the ancient Childir district occupied by the Russian
Empire is divided between Armenia and Georgia:

1.Currently, the part named Chyldyr remains in the territory of Turkey.

2.AkhisgaAkhalkalek part called Meskhdvakheti is annexed to Georgia.

3. Aghbaba, Kyzylgoch and Shoreyelrts join the territory of Armenia.

In 1930, the territory of Aghbaba and Kyzylgoch was renamed into Amasia and Gukasyan
districts. In 1988, the last 19 Azerbaijani villages of Aghbaba were completely deported.

Turkish-Soviet border in 1988.Rally of Aghbaba people against deportation.
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1988-ci il. Sovet-Tiirkiya sarhadinds ermanilorin genosid siyasatina garsi Agbaba-Sérayel
ellarinin mitingi.

15th of June. Sovieturkish border.

Deported people of Aghbaba in Kazakhstan.1937.
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